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BYZANTINE CHANT IN THE ROMANIAN PRINCIPALITIES 
DURING THE PHANARIOT PERIOD (1711 -- 1821)* 


Following the attempt of the Moldavian Prince Dimitrie Cantemir to 
end the Turkish reign through an alliance with Peter the Great, and his 
defeat in 1711, the Turks decided not to grant the reign of Moldavia and 
Wallachia to a Romanian Prince, but to a Greek one who came from 
Phanar — the famous neighbourhood in Constantinople -- whom they 
would permanently be able to supervise. The chosen one was Nicholas 
Mavrocordato, son of the Great Dragoman of the Sublime Porte’ 
Alexander Mavrocordato, and together with his election the Phanariot 
reigns began in two of the three Romanian provinces: Moldavia and 
Wallachia or Ouggro — Wallachia, as it used to be called. The third, 
Transylvania, was part of the Austrian-Hungarian empire until 1918. 

For more than a century, more exactly from 1711 in Moldavia 
and from 1714 in Wallachia and until the year of the Balkan revolution, 
in 1821, the Princes of the two Romanian provinces were assigned 
directly by the Turks on the shores of Bosporus.” Thus, during 1711 -- 
1821, thirty-one Phanariot Princes, from eleven families, were to be on 
the two countries’ thrones on seventy-five occasions.’ 

The present study aims at the analysis of the musical-ecclesiastical 
phenomenon in the two Romanian provinces, Wallachia and Moldavia, 
during 1711 -- 1821, in order to emphasize the following elements: 


I. Liturgical languages in Wallachia and Moldavia 
II. Byzantine Musical Education in the Romanian Principalities 
III.The idea of canonicity in the Romanian music of Byzantine tradition. 


* COMPOSING AND CHANTING IN THE ORTHODOX CHURCH, Proceedings 
of the Second International Conference on Orthodox Church Music, The International 
Society of Orthodox Church Music & University of Joensuu, Eds. Ivan Moody 
and Maria Takala-Roszczenko, Finland (2009), pp. 65-97. 

1. That is to say, interpreter-in-chief and acting permanent head of the Foreign 
Ministry. 

2. GIURASCU, C. Constantin & Dinu C. GIURASCU, Istoria roménilor din cele mai 
vechi timpuri panda astazi, Caracterizarea epocit fanariotilor (The History of Romanians 
from Ancient Times until Today. Characterization of the Phanariot Epoch), Albatros 
Publishing House, Bucharest, p. 448. 

3. DJUVARA, Neagu, Intre Orient si Occident. Tarile Roméne la inceputul epocii 
moderne (1800 — 1848) (Between Orient and Occident. Romanian Principalities at 
the beginning of the Modern Age [1800 — 1848]), Humanitas Publishing House, 
Bucharest (1995), p. 32. 
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I. LITURGICAL LANGUAGES IN WALLACHIA AND MOLDAVIA 


The Romanians’ attachment to Byzantine culture and ritual intensified 
with the foundation of the Ouggro-Wallachian Metropolitan seat in 
the year 1359 and the Moldo-Wallachian in 1393. Together with these 
two there was also born a special relationship with the Patriarchate, 
which led to the arrival in the Romanian Principalities not only of 
bishops or metropolitans, as it is the case of the first Metropolitan of 
Wallachia, Hyacinthus Critobulus (1359 — 1372) who came directly from 
Constantinople, but also a number of psaltés, teachers and scholars. 

The Romanian Church’s dependence on the Ecumenical 
Patriarchate and their mutual support would become stronger once 
direct connections with the Orthodox East were established through 
the dedication of the first Romanian monasteries to the church of Hagia 
Sophia in Constantinople at the end of the 14th century (1391), or to 
Mount Athos.* This would be intensified once the Turks conquered the 
Byzantium in 1453.° 

Regarding liturgical languages in the two Romanian 
Principalities, it should to be mentioned that, until the middle of the 17th 
century, the Romanian Orthodox Church used the Slavonic language 
both as liturgical and state language’® (Plate 1). 

At the same time, together with the Slavonic language, in the 
Church the Greek language was also used’ (Plate 2). 

Despite the powerful influence of the Slavonic language, and 
the existence of certain codices containing Slavonic liturgical texts, 
the manuscript music tradition in Romania retained no codices with 
Byzantine music notation written entirely in Slavonic, but only anumber 


4. One of the most important papers on this subject is ,,Le Mont Athos et les 
Roumains. Recherches sur leurs relations du milieu du XIVe siecle a 1654” by 
Petre 5. NASTUREL, in: Orientalia Christiana Analecta no. 227, Rome (1986). 

5. Ibid. 

6. CIOBANU, Gheorghe, ,,Raportul dintre muzica liturgicd romdaneasca si 
muzica bizantina” (“The Relationship between the Romanian Liturgical Chant 
and Byzantine Music”), in: Studii de Etnomuzicologie si Bizantinologie (Studies in 
Byzantine Music and Ethnomusicology [thereafter SEB]), vol. I, Music Publishing 
House, Bucharest (1979), p. 263. 

7. Ibid., p. 264; Idem, ,,Limbile de cult la romani in lumina manuscriselor 
muzicale” (“The Liturgical Languages in Romanian Principalities according to 
the Music Manuscripts”), in: SEB III, Music Publishing House, Bucharest (1992), 
pp. 95 - 96. 
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Plate 1 

Rom. MS 1790, dated 
1661, Wallachia, 
Library of Romanian 
Academy, Bucharest 
(BARB) 


Plate 2 
Slave MS 170, dated 
1673, Moldavia, BARB 
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of bilingual codices: Greek — Slavonic.* Moreover, between the 15th — 
17th centuries, there is a far higher number of codices in Greek than 
in Slavonic. This is of the greatest importance as it proves at least two 
things: 

Vv Firstly, in the most important centres of the Romanian 
Orthodox Church chanting was carried out more in Greek than in 
Slavonic? and, on the other hand, 

Vv Byzantine culture was present in the Romanian provinces 
in all its forms, including music. 


From the second half of the 17th century,'® or perhaps even 
earlier,'' Greek replaced Slavonic both in the Romanian princes’ 
administrative offices and in the Church ceremonies.'* At the same time 
with the rise of the Greek and the gradual withdrawal of Slavonic, the 
Romanian language began to gain importance, both by means of an 
increasing number of printed books’ and the promotion of church chant 
in Romanian, from the mid-17th century, and especially during the 
beginning of the 18th century. 


8. Idem, ,,Limbile de cult la romani...”, p. 97. 

9. Idem, , Manuscrise muzicale in notatie bizantina aflate in Romania” (“Music 
Manuscripts with Byzantine Musical Notation in Romania”), in: SEB II, p. 245. 
10. Idem, ,,Raportul dintre muzica liturgica romaneasca...”, p. 263. 

11. Regarding this problem there are three main opinions: 15th century: RUSSO, 
D., Studii istorice greco — romane. Opere postume (Greek-Romanian History Studies. 
Post-mortem Works), vol. Il, Bucharest (1939), p. 471; 16th century: ***, Viata 
feudald in Tara Romaneasca si Moldova (sec. XIV — XVII) (Feudal Life in Wallachia 
and Moldavia in 14th-17th centuries), Bucharest (1957), p. 349; 17th century: 
TURDEANU, Emil, Legdturile romanilor cu miénastirile Hilandar si Sf. Pavel de 
la Muntele Athos (The Relationships between Romanians and the Monasteries of 
Chilandar and St. Paul in Mount Athos), in: ,,Cercetari literare” no. 4 (1941), p. 98. 
12. ALEXANDRESCU, Ozana, Catalogul manuscriselor muzicale de traditie bizantina 
din secolul al XVII-lea (Catalogue of Byzantine Tradition Music Manuscripts in the 
17th century), Arvin Press Publishing House, Bucharest (2005), p. 13. See, also, 
PAPACOSTEA DANIELOPOLU Cornelia & Lidia DEMENY, Carte si tipar in 
societatea romaneasca si sud — est europeand (secolele XVII — XIX) (Books and Printing 
in Romanian and South-East European Society [17th-19th centuries]), Eminescu 
Publishing House, Bucharest (1985), pp. 148 -- 151. 

13. See The Romanian Evangeliarion (printed by Coresi at Brasov in 1560) and The 
Romanian Psalter (also printed by Coresi at Brasov in 1570). 
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Regarding Byzantine chanting in Romanian,“ one could assert 
that, despite some documents that indicated its existence ever since 
the middle of the 17th century,'* no Romanian music manuscript from 
this century has been discovered. Not until the end of century and the 
beginning of the next can one speak of the way art flourished, especially 
in Wallachia, during the reign of Constantin Brancoveanu (1688 — 1714) 
or as the Turks called him, Altan — bey — ,,the Golden Prince” (Plate 3). 


Plate 3 
Constantin Brancoveanu 
(1654 — +1714) 





In WALLACHIA as well, one may see the appearance of the 
first Romanian music manuscript called ,,Psaltikia rumdaneasca” 
[The Romanian Chant Book” ]’° (Plate 4). Written by the First Chanter 
(protopsaltés) of Metropolitan seat in Bucharest, Filothei the son of Aga 
Jipa (Filothei sin Agai Jipei), the codex was dedicated to the same Prince 


14. For a brief survey of ecclesiastical chant in Romania, see Costin MOISIL, 
/Romania”, entry in The Canterbury Dictionary of Hymnology (forthcoming). 

15. PAUL DE ALEP, in: Arhiva istorica a Romdaniei, (Romania’s Historical Archive) 
B. P. Hasdeu, tom. I, part I, pp. 71 — 72, 87, 98, 105. CIOBANU, Gheorghe, 
“Manuscrisele psaltice romanesti din secolul al XVIII-lea” (“Romanian Psaltic 
Manuscripts in 18th Century”) in: SEB I, Music Publishing House, Bucharest 
(1974), p. 294, footnote 3. 

16. Rom. MS 61 (dated 1713), Bucharest, Library of Romanian Academy 
(thereafter BARB). 
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Brancoveanu and finished in December 1713, just a few months before 
the Wallachian Prince was dethroned and then killed in Constantinople 
on 15 August 1714, together with his four sons and his son-in-law Ianake 
Vacarescu. This manuscript and its five copies’ were used until the third 
decade of the 19th century. 

Together with Filothei Jipei, amongst the most important 
Romanian names of ecclesiastical chanters and composers in Wallachia 
during the 18th century and the beginning of the 19th century, one could 
include Iovascu Vlachos, Arsenios Hieromonk from Monastery of Cozia, 
Sarban the Protopsaltes of Court of Wallachia, Constantin the apprentice 
of Sarban, Calist Protopsaltés of Metropolitan Church in Bucharest, 
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Plate 4 
Rom. MS 61 dated 1713 (Psaltichia Rumdaneasca) 
by Filotei son of Aga Jipa, BARB 


17. Rom. MS 4020 (dated 1717), Mount of Athos, Prodromu Sketé; Rom. MS 4305 
(dated 1751), BARB; Rom. MS 4443 (end of 18th c. — begin. of 19th c.), BARB; 
Rom. MS 5970 (dated 1821), BARB; Rom. MS 1106, University Library ,,Lucian 
Blaga”, Cluj Napoca. 
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Ioan Duma Brasoveanu, Naum Ramniceanu, Mihalache Moldovlachos, 
Dimcea Protopsaltés and others. 

Most of them were psaltes and first chanters in the Metropolitan 
Church of Wallachia and the Prince’s Church in Bucharest, thus 
chanting in Romanian as well as bilingually, in Romanian and Greek.'® 
The Wallachian Metropolitan choir constitutes an eloquent example, 
because there we can see the same protopsaltés Filothei Jipei, singing in 
the right choir in Romanian while in the left choir Stavrinos the Greek 
was singing in Greek."” This kind of phenomenon was widely testified 
to during the 18th century and the beginning of the 19th. The bilingual 
manuscript written by Anton Pann’s apprentice -- Chesarie the Monk, at 
the Monastery of Cozia, supports this (Plate 5). 


Plate 5 

MS 64, f. 1r, Anthology, dated 
1826, University of Thessaloniki, 
Library of Classics 
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MOLDAVIA also developed and cultivated Byzantine music. 
Together with the arrival of the first Phanariot Princes, there emerged 


18. Les chantres du prince chantaient toujours, dans son église ou chez lui, en grec 
au choeur de droite et en valaque au choeur du gauche, in: PAUL DE ALEP, Voyage 
du Patriarche Macaire d’Antioche. Texte arabe et traduction frangaise par Basile 
Radu, in: R. Graffin, Patrologia Orientalis, Tome XXIV, Fasc. 4, Paris, Firmin — 
Didot (1933), p. 563 [323]. 

19. IONESCU GION, Gh. I, Istoria Bucurescilor (History of Bucharest), Bucharest 
(1899), p. 538; POSLUSNICU, Mihail Gh.., Istoria Muzicei la Romani. De la Renastere 
pand-n epoca de consolidare a culturit artistice (History of Music in Romania. From 
Renaissance till the Art Culture Consolidation Era), Cartea Romaneasca Publishing 
House, Bucharest (1928), p. 18. 
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”a number of ecclesiastical and harem singers”.*” Great names of the 
Constantinople Patriarchate had previously visited the Romanian 
Principalities, for example Germanos Neon Patron,”' but during the 
Phanariot reigns their number increased continually. 

The two great liturgical centres of Moldavia, Iasi and Neamt 
Monastery, helped to cultivate and promote bilingual Greek-Romanian 
monody chant. In his famous work Descriptio Moldaviae, prince Dimitrie 
Cantemir mentions that during his reign (1710 — 1711) in the Prince’s 
Court Church in Iasi “in the right corner, next to the altar there is the 
Moldavian singers’ choir, and in the left corner the Greek chanters, who 
were chanting the liturgy in turns in both languages” .” 

Nevertheless, in Moldavia, besides these two languages, Greek 
and Romanian, Slavonic was also promoted. The same Prince mentions 
that around the middle of the 17th century the Prince Vasile Lupu (1634 — 
1653) decided that in the Metropolitan Church of Iasi “half of the liturgy 
should be done in Greek, and the other half in Slavonic, and this has the 
case to the present day”.* 

Another development in religious music, which became more 
important during the Phanariot rule, was choral music.” It appears to 
have been influenced by Russian choral music and European trends, 
and found fertile ground in Neamt Monastery.” Here, together with 


20. FILIMON, Nicolae, ,,Lautarii si compozitiunile lor” (,,Fiddlers and their 
Songs”) in: Buciumul, 2, no. 311, 21 XI/3 XII Bucharest (1864). 

21. ΣΑΘΑΣ, K., N., ,Avéxdotog κώδηξ της Μητροπόλεως Νέων Ilatewv”, 
in: Αττικόν Ημερολόγιον, Athens (1868), pp. 197 — 209, 201 — 213; BARBU -- 
BUCUR, Sebastian, Cultura muzicaldé de traditie bizantind pe teritoriul Roméaniei 
in secolul XVIII si inceputul secolului XIX si aportul original al culturii autohtone 
(Byzantine Tradition Music Culture on the Territory of Romania during 18th century 
— beginning of 19th century), Music Publishing House, Bucharest (1989), pp. 171 -- 
183; Gregorios STATHES, Γερμανός Αρχιερεύς Νέων Πατρών (β΄ ήμισυ — ιζ΄ 
αιώνος). H ζωή και το ἔργο tov”, in: Ἐπίσημοι Λόγοι (31.08.1988 -- 31.08.1991), 
Athens (1998), pp. 391 -- 418. 

22. CANTEMIR, Dimitrie, Descrierea Moldovei (Description of Moldavia), ESPLA, 
Bucharest (1956), the chapter Despre literele moldovenilor, p. 188. 

23. Ibid., p. 290. 

24. Regarding the practice of choral music in Moldavia Gavriil GALINESCU 
mentions one MS (Divine Liturgy) written down in staff notation (probably Kievan 
notation) by the Hieromonk Gervasie from the Monastery of Putna in 1676. See 
GALINESCU, Gavriil, , Muzica in Moldova” (,,Music in Moldavia”), in: Muzica 
roméaneasca de azi (Romanian Music Today), Bucharest (1939), pp. 717 — 718. 

25. BURADA, T. Theodor, ,,Corurile bisericesti de muzica vocala armonica in 
Moldova” (“Church Choirs of Harmonic Vocal Music in Moldavia”), in: Arhiva, 
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the old school of Byzantine chant, the Archimandrite and Abbot of 
the Monastery (@goumenos or staret) Paisy Velichkovsky (Paisie Velici- 
kovski) founded in 1782, within The Slavonic School of Church Singers, 
The Russian Choir of Vocal Music, using Slavonic texts, and the European 
notational system.” That is the first Church choir singing harmonized 
music founded in Moldavia. In time it was followed by new harmonic 
choirs made up of Russian soldiers, who came from Moldavia with the 
Russian army” and German and Italian troops. 

One could conclude that, during the Phanariot epoch, chant in 
the Romanian Church was characterised by the existence of a mainly 
bilingual repertoire, Greek-Romanian in Wallachia, and sometimes 
trilingual, especially in Moldavia. This practice would be ended in the 
year 1863 when, following a decree, the king Alexandru Ioan Cuza 
prohibited chanting in any language other than Romanian.” 


II. BYZANTINE MUSICAL EDUCATION IN THE ROMANIAN 
PRINCIPALITIES 


In the two Romanian provinces, Byzantine music culture and, implicitly, 
Byzantine music education, developed both in church schools and 
monasteries, as well as in town and private schools. No matter how the 
organization developed within the school programme, these schools 
promoted the bilingual chant Greek-Romanian, and sometimes, the 
trilingual one Greek-Romanian-Slavonic. 

During the entire Phanariot reign one can notice the concern 
of certain metropolitans and princes to establish schools of church 
music. Constantin Brancoveanu, Serban Cantacuzino, Antioh Cantemir, 
Alexander Hypsilantis, Gregory II Ghika, Nicholas Mavrocordato, 
Michael Soutzo are just some of the individuals who had an important 
role in introducing church music as a subject for study.” At the same time, 


Iasi, 25, no. 9 — 10, sept. — oct. 1914, pp. 303 -- 332; republished in: Idem, OPERE, 
vol. I, First part, Music Publishing House, Bucharest (1974), p. 273. 

26. Ibid., p. 274. 

27. Ibid., p. 273. 

28. POSLUSNICU, Gr., op. cit., p. 16. See, also, the paper of GRAJDIAN, Vasile, 
“Legislatia lui Al. loan Cuza si evolutia cantarii bisericesti” (“The Legislation of 
Al. Ioan Cuza and the Evolution of the Ecclesiastical Chant”), in: Studii οἱ Cercetari 
de Istoria Artei, seria Teatru, Muzica, Cinematografie (Studies and Research of Art 
History, series Theatre, Music, Cinema), Tom 40, Bucharest (1993), pp. 13-17. 

29. COSMA - LAZAR, Octavian, Hronicul muzicii romanesti (1784 — 1823) (The 
Chronicles of Romanian Music [1784 — 1823]), vol. Il, Music Publishing House, 
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their ecclesiastical and political positions that they held during the post- 
Byzantine era meant that almost all major musicians of Constantinople 
dedicated them ποληχρονησμοί or εγγόμοια. 

Once the two Princely Academies were founded in Bucharest 
and Iasi, following the pattern of great Western universities, these 
institutions being of great importance for the Romanian system of higher 
education,” the ecclesiastic chant gains an even more important position. 
The prestige of these schools and the financial support they enjoyed, 
meant that important personalities from the former Imperial capital 
(metropolitans, bishops, former patriarchs) or from important Western 
university centres to teach and, sometimes, to establish themselves in 
Bucharest or Iasi. 

Amongst those who were active in these Academies were 
Sevastus Kymenites, Markos Porphyropoulos, Nikephoros Theotokis, 
Neophitos Doukas, Manase Eliade, Gregorios Kostandas, Stephanos 
Komitas, and especially Lambros Photiades, Constantinos Vardalachos, 
Veniamin of Lesvos, Neophytus Kafsokalivites οἰς. 

Also, almost all the patriarchs of Constantinople, Alexandria, 
Antioch and Jerusalem visited these centres,* and some of them 
remained in Moldavia and Wallachia, being protected and financially 
supported by the princes of these two principalities. Some of them, such 
as the Patriarch of Jerusalem Chrysanthos Nottaras (1707 -- 1732), even 
had their own residences in Iasi,“ and others, as Athanasios the patriarch 


Bucharest (1974), pp. 62 -- 65. 

30. See, for example: Xeropotamou 268 (dated 1746), f. 158v: Εἰς αυθέντην" ήχος 6” 
Πολυχρόνιον ... πάσης Μολδοβλαχίας Ιωάννην Βοεβόνδαν, in: LTAQH, Γρ., ©., 
Τα Χειρόγραφα Βυζαντινής Μουσικής —Aytov Opoc. Κατάλογος περιγραφικός 
των χειρογράφων κωδίκων βυζαντινής μουσικής των ἀποκειμένων εν ταίς 
βιβλιοθήκαις των ιερών μονών και σκητών του Αγίου Όρους, vol. I, TBM, 
Athens (1975), p. 21 (thereafter STATHES ἢ; Xenophontos 137 (18th c.), f. 372ν: 
Πολυχρονισμός tov Βοεβόνδα Μολδοβίας, κυρ Avactaciov Pawaviotovs ήχος 
λέγετος σεγκιάχ [...] Κύριον Ιωάννην Κωνσταντίνου Μιχαήλ Ρακοβίτζα 
Βοεβόνδα, apud.: ΣΤΑΘΗ, Te. Θ., Ta Χειρόγραφα Βυζαντινής Μουσικής -- 
Ἅγιον Όρος. Κατάλογος περιγραφικός των χειρογράφων κωδίκων βυζαντινής 
μουσικής των ἀποκειμένων EV ταίς βιβλιοθήκαις των ιερών μονών και σκητών 
tov Αγίου Όρους, vol. Il, Athens (1976), p. 82 (thereafter STATHES ID) etc.. 

31. CAMARIANO - CIORAN, Ariadna, Academiile Domnesti din Bucuresti si Iasi 
(The Princely Academies in Bucharest and Iasi), Romanian Academy Publishing 
House, Bucharest (1971). 

32. Ibid., pp. 97 -- 98. 

33. BARBU — BUCUR, Sebastian, op. cit., pp. 161 -- 162. 

34. In the monastery of St Sabba (Iasi), in: BEZVICONI, Gh., G., Calatori rusi 
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of Antioch, worked as translators to the Royal court in Bucharest.* 

All the effervescence of, and cultural reforms carried out by, 
the kings of the two principalities reactivated some centres of an old 
tradition in the teaching of Byzantine music. The Bucharest schools,” the 
monasteries in Neamt, Putna,”” Golia, Iasi,** Brasov etc., would benefit 
not only from the contribution of the local teachers, but also from the 
most important personalities of this art who arrived from either the 
Patriarchal School in Constantinople or from the East. 

Before the Phanariot reigns were installed in the Romanian 
Countries, musicians such as Antonios Dirmitzoglou, protopsaltés in 
Wallachia in the 17th century,” Dimitrios Ioannou,“” Germanos Neon 
Patron” arrived in Bucharest, accompanied by his apprentice lovascu 
Vlachos, the protopsaltes of the Wallachia Court (πρωτοψάλτης της 
OvyypopAaxiac Kovptnc)” - he would also die there, and Ioannés 


in Moldova si Muntenia (Russian travellers in Wallachia and Moldavia), Bucharest 
(1947), pp. 67, 77, 83. 

35. GRECEANU, Radu (Logofat), “Istoria Domnului Constantin Brancoveanu 
Voievod (1688 — 1714)” (“The History of His Majesty Constantin Brancoveanu”), 
in: Cronicile Medievale ale Romdaniei VIII (Romania’s Mediaeval Chronicles VIII), 
Bucharest (1978), p. 162. 

36. For example, in Bucharest, the school of Coltea Church, build by spatharion 
Michael Cantacuzenus, ,,The Princely School” of the St George’s Church, the 
ecclesiastical school of the Church of St Gheorghe Vechi, Monastery of Anthim 
etc. 

37. This school was refounded by Gregory Ghika in 1774. 

38. Schools of ,,Trei lerarhi” Church, Cetatuia etc.. 

39. Xeropotamou 327 (dated 1674), f. 177v, in: STATHES I, p. 178; MS 7 
(autograph of Dirmitzoglou), Institute of Patristic Studies, Thessaloniki, Greece, 
apud Emmanuel GIANNOPOULOS, ,Η evéetvocg Kat evKagrtoc διάδοση 
και καλλιεργεία της ψαλτικής otic περί tov Εύξεινο Πόντο περιοχές΄, in: 
Η ψαλτική Τέχνη. Λόγος και μέλος στη λατρεία της Ορθόδοξης Ἐκκλησίας, 
University Studio Press, Thessaloniki (2004), p. 127, footnote 24. 

40. XATZHTIAKOYMH, MavoAn, Χειρόγραφα εκκλησιαστικής μουσικής 
(1453-1820). Συμβολή στην épevva tov νέου ελληνησμού, Athens (1980), p. 38. 
41. See footnote 21. 

42. Eyéypantw αυτή ἡ δέλτος ο και τούνομα έχει Παπαδική παρ΄ ἐμού του 
ταπεινού καιαμαθούςεν διδασκάλοις τῆς μουσικής Ιωβάσκουκαιπρωτοψάλτου 
της Κούρτης όστις και καίκλημαι μαθητής του ποτέ μακαρίτου Νέον Πατρών 
ἔγραψεν δὲ αὐτήν εν ταίς ημέραις τῆς ἡγεμονίας του ἐκλαμπρωτάτου 
αυθέντος Iwavvov Δούκα Βοεβόντα και όστις ποτέ του μεταγενεστέρον τύχοι 
αν αὑτήν δέομε διά των πολών μου σφαλμάτων τυχείν συχορίσεος: 1687, in: 
Iviron 1090, f. 307v, dated 1687, autograph Iovascu Vlachos, apud Gregorios 
STATHES, (Γερμανός Αρχιερεύς Νέων Πατρών...", pp. 398 -399, footnote 26. 
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Kampazourna,* pupil of Chrysaphes the Younger, would sing in the 
churches of the two principalities. 

These musicians would be followed shortly after by a multitude 
of ecclesiastical singers, such as, for example, Damianos Hieromonk 
Vatopedinos who would occupy for a long time the position of First 
Chanter at the Moldavian Metropolitan Church,“ Athanasios the 
Ecumenical Patriarch,” Nikephoros Marthales,*° Anastasios Rapsaniotes,” 
Chourmouzios the Priest,“* Evgenios Hieromonk Peloponnesios — psaltés 
of the Metropolitan Church in Wallachia in 1787,” Gerasimos Hieromonk 
— didaskalos at the Princely Academy of St Sabbas in Iasi (year 1813) during 


43. Emmanuel GIANNOPOULOS, op. cit., p. 127, note 27. 

44. Δαμιανού tov διδασκάλου Kat πρωτοψάλτου της Μολδοβλαχίας, 
Panteleimonos 967, f. 136v (beginning of 18th c.), in: STATHES II, p. 305. 

45. TEAEON, M., L, ,O πατριάρχης Αθανάσιος E'”, Επέτ. Etaip. Kont. 
Σπουδών 3 (1940), p. 199. Athanasios the Ecumenical Patriarch lived in Iasi 
after 1778 διαμένων ev τω μοναστηρίω Παγώνι, ἀπέθανε de εν ΚΠόλει. Apud 
ΧΑΤΖΗΓΙΑΚΟΥΜΗ, M., op. cit., p. 91, footnote 167. 

46. This musician was abbot of Monastery of Ramnic in Wallachia at the beginning 
of the 18th century. See MS Sinai 1505, dated 1706: To παρόν aopatopeAAnpitov 
στιχηράριον ὑπάρχει ἐμού Νικηφόρου Iepopovayxov tov Γλυκή" καθηγουμένου 
της αυθεντικής μονής Ριμνίκου τῆς εν Ουγκροβλαχία και αφιερώνω To παρόν 
μετά μετά του Θάνατόν μου εἰς τον καθολικόν του ayiov και Θεοβαδίστου 
όρους Σινά της μετανοίας μου εις TO ἀσματομελιρίζειν, οι εκείσε ἀδελφοί, 
και δοξάζειν διά μέλους τον Κύριον, και εἰς μνημόσυνον ἐμού του ἁἀμαρτωλού" 
εύχεσται μοι λοιπόν ἀδελφοί δια τον Κύριον, όστις δὲ βουληθή ξενώσαι αὐτό 
εκ τῆς ιεράς και Θεοδοξάστου μονής του αγίου όρους Σινά ξένος ἔστω της 
μερίδος του δεσπότου Χριστού και ὑπόδικος της αιωνίου κολάσεως, αμήν. 1706 
νοεμβρίου 16, Νικηφόρος ιερομόναχος Σιναΐτης. Εγραυθή και εφιερωθή όταν 
ήτον το μέγα θανατικόν etc Ρίμνικον. Apud Gregorios STATHES, ,,Peguavoc 
Αρχιερεύς Νέων Πατρών (β΄ ἤμισυ -- ιζ΄ αιώνος)...΄, p. 398, footnote 25; 
Emmanuel GIANNOPOULOS, op. cit., p. 128, footnote 37; Idem, H avOnon της 
Ψαλτικής Τέχνης στην Κρήτη (1566 — 1669), Topvpa Βυζαντινής Μουσικολογίας 
11, Athens (2004), p. 282, footnote 618. 

47. MACARIE HIEROMONK, Irmologhion sau Catavasier musicesc (Heirmologion 
or Doxastarion), Vienna (1823), pp. IX — X; MELCHISEDEC (Bishop), ,, Memoriu 
pentru cantarile bisericesti in Romania” (,,.Memorandum for the Ecclesiastical 
Chant in Romania”), in: Biserica Ortodoxa Roméand no. 1, VI (1882), Bucharest, p. 3. 
48. GERZMANUS, Eugenius, Manuscripta graeca musica petropolitana. Catalogus, 
tomus II. Bibliotheca rossicae academiae scientiarum. Archivus academiae 
scientiarum. Bibliotheca universitatis. Hermitage, Petropolis (1999), p. 172. 

49. Evyéviog ιερομόναχος Πελοποννήσιος, ψάλτες τῆς μητροπόλεως 
Βουκουρεστίου στη Βλαχία, ἔτος 1787, in: Vatopedi 1345, apud Emmanuel 
GIANNOPOULOS,  εύὐξεινος και εὐκαρπος διάδοση και καλλιεργεία της 
ψαλτικής...΄, p. 126, footnote 21. 
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the reign of Prince George Karatza” etc. 

A more intense migration of chanters to the Romanian Countries 
occurred around the same time as the musical notation Reform in 1814 
in Constantinople. Agapios Paliermos of Chios (+1815) — one of the first 
reformers of the church music”! and Athanasios Photeinos, together with 
his two sons Dionysios Photeinos and Antonios Photeinos, arrived in 
Bucharest towards the end of the 18th century.” 

Athanasios was born in the town Nezera in the Peloponnese, 
and he took the position of Domestikos of the Great Church during 
1784 — 1785, and then the role of personal physician to the sultan Abdul 
Hamit in Constantinople until the Sultan’s death in 1789. A fluent 
speaker of Turkish and an excellent psaltes, Athanasios also proved to 
be an exceptional copyist. One of the seven manuscripts he copied” is 
in Bucharest and acts as proof of this (Plates 6a, b). His son, Dionysios 
Photeinos (Plate 7), remained the dominant personality in Byzantine 
music, the most closely connected to the Romanian school of Byzantine 


50. Emmanuel GIANNOPOULOS, op. cit., p. 130. See, also Gr. MS 761 (dated 
1820) conserved in the Library of Romanian Academy in Bucharest, written 
down in Iasi (1820 ἸΙάσσιον) by Gerasimos Theodoros, probable the same 
person as mentioned previously. The codex contains different settings and a 
musical grammar (f. 5r-26v) which has the same title as the CHRYSANTHOS’ 
Εισαγωγή... 

51. ΧΡΥΣΑΝΘΟΥ͂ ΑΡΧΙΕΠΙΣΚΟΠΟΥ͂ TOY EK MAAYTON, Θεωρητικόν Μέγα 
της Μουσικής, εκδοθέν υπό Παναγιώτου IT. Πελοπίδου Πελοποννησίου διά 
Φιλοτίμου συνδρομής των ομογενών, ev Τεργέστη, εκ της τυπογραφίας 
Μιχαήλ Βάις [Michele Weis] (1832), pp. LI- LII and footnote a. 

52. See my Ph.D. (in progress) titled O Διονύσιος Φωτεινός (1777 — 1821) στην 
Ελληνική και Ρουμανική παράδοση της Βυζαντινής Μουσικής, University of 
Makedonias, Thessaloniki. 

53. Δοξαστάριον of Petros Lampadarios Peloponnesios [Gr MS F 48m (dated 
1775), Monastery of Stavropoleos, Bucharest], AvOoAoyia [MS 61 (dated 1784), 
Monastery of Chilandar — Athos], ἀναστασιματάριον [Vatopedi 1256 (dated 
1784)], Δοξαστάριον of Petros Lampadarios Peloponnesios [Skete of Holy 
Fathers in Chios], Εἰρμολόγιον of Petros Lampadarios Peloponnesios [MS 979 
(dated 1785), Panteleimonos], Av@oAoyia [MS 756 (dated 1785), National Library 
of Greece (MIIT)], EtguoAdytov Petros Lampadarios Peloponnesios [MS 34 
(dated 1786), Monastery of Saint Pavlos, Mount Athos]. Details on Athanasios’ 
life and activity see Nicolae GHEORGHITA, op. cit. Regarding Doxastarion of 
Petros Lampadarios Peloponneios written down by Athanasios Photeinos, see 
XTPOYMITAKH, M., ,,Ekto avtéyeado tov Αθανασίου Aopeotixou”, in: 
IIPAKTIKA Β΄ Διευνούς Luvedpiov Μουσικολογικού και Ψαλτικού, Athens 
(2006), pp. 503 -- 511. 
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music before the Reform. He studied Byzantine chant with his father 
Athanasios, and then at the Patriarchal School in Constantinople as 
an apprentice of Iakovos Protopsaltés (1 1800) and Petros Byzantios 
Fygas (t+ 1808). As historian, musician (Plate 8), psaltes, exegete, scribe, 
pedagogue, painter and poet, Photeinos was one of the representatives 
of the last generation of Byzantine learned scholars whom the hide tide 
of Balkan emigration had established in Wallachia in 1796 — 1797." His 
valuable historical, literary and musical works, as well as the political- 
administrative positions he held (βατάφος tov Διβανίου, ισπράβνικος- 
νομάρχης, μεγάλος σερδάρης) caused Photeinos to be considered as 
one of the most significant learned men and Greek authors who had 
ever lived in Wallachia. 





Plate 7 
Dionysios Photeinos (1777 -- 1821) 
BARB 


54. Nicolae GHEORGHITA, op. cit.; idem, ,,The Anastasimatarion of Dionysios 
Photeinos”, Acta Musicae Byzantinae IV (thereafter ΑΜΒ), Centrul de Studii 
Bizantine Iasi (CSBI), May 2002, pp. 99 — 109; idem, ,, Dionysios Photeinos”, entry 
in The Canterbury Dictionary of Hymnology (forthcoming). 

55. Εποιηθεί map euov Διονυσίου tov εκ Παλαιών Πατρών tov Πελοποννησίου 
Αχαΐας ευρισκομένου ev Βουκουρεστίω 1797, Ιουνίου 15. Εἰς ήχον λέγετος 
δηλαδί σεγκιάχ..., Δούλοι Κύριον (Gr. MS 778, BARB). 
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Plate 8 
Gr. MS 778, dated 1797, BARB 
(This MS is the first musical autograph of Photeinos known until now) 


Known mainly as a historian, Photeinos left behind a musical 
work which covers the most important ceremonies of the Byzantine 
Offices. This consists of The New Anastasimatarion (Plate 9), The New 
Doxastarion (Plate 10), Triodion, Pentekostarion, Anthology (Plate 11) 
(Koinonika, Cherubic Hymns, Doxologies and so on) and a treatise 
Theoretical and practical didaskalia on the written church music, especially 
composed for tambour and keman instruments (now lost). 


56. Iotopia της πάλαι Δακίας ta νυν Τρανσυλβανίας, BAaxiac και Μολδαβίας, 
vol. [-Π|, Vienna (1818-1819). 
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Plate 9 

Gr. MS 185 - M. 198, dated 1809 
ANALTALIMAPION NEON 
Library of Romanian Patriarchate 
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Plate 10 
Gr. MS 185 -- M. 198, dated 1809 
AOZALTIKAPION NEON 
Library of Romanian Patriarchate 
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Plate 11 
Gr. MS 955, Anthology, beginning of the 19th c., BARB 


The semiography that was being used was a transition towards 
the Chrysantine notation and the style of his musical compositions was 
close to the Constantinopolitan style of the 18th century (To νέον voc 
τῆς του Χριστού Μεγάλης Ἐκκλησίας, The New Style of the Great Church). 
The majority of his works were transcribed in the ,New Method” of 
Byzantine notation by his apprentice Anton Pann (Plates 12-13), but also 
by Gregorios Protopsaltés, losif Naniescu, Macarie Hieromonk, Visarion 
Protopsaltés, being published in Romanian and Greek” languages. His 
music circulated, with very few exceptions, only in the Romanian sphere, 
in both Romanian and in Greek languages, in new and old ,,Methods” of 
Byzantine notation. 


57. There are printed in Greek language only a few Doxologies; the first 
Greek printed edition of his Anastasimatarion will be edited soon by Nicolae 
GHEORGHITA (forthcoming). 


18 


Byzantine Chant in the Romanian Principalities 


reer. in .- S 
Om dywer Cbpvr «ον 2e04 seach ve 
πριν lw Secu sega et 
yo, gered <4 Sik πιῶ ζον το ον, κλιδιῷν 
TLEYEGOE ety Lovie ξεν. 
phan igor mpc les Seagal Garber Tes 
STE OMNES vIn Heise ge «τὰ». 6γελ ovns ~reoedeut, 


. . 
5 Χο: ἃ πῶς Re 


««" 





ὑῶν Ti eos WN 
——— wank US —— > > 
Bee x Grn inh mene fe ere SS 
eS SS, —_— See = 
—_— 


al? oa 2 ve’ 7; " 
ΓΙ oe + 
wy co συ κυ TER 


ἥν τς a = 
τς, Se Se a> hase 
x, “ἢ Kuve: Gyn Com cn cage Fe NTpe © OWN 
Se See ae ον IL? 
>=? VY ζ΄ νος =e? “me dla > 
NS Rare Ὡς ae i as ᾿ς Ne ay 
=o QI = - τι νος, “ Qe εν: 
fry ~~ war Vey Co Aeng - nee ee A i 
Yo - ES ES rae SSS -ΞῚ ad \ 
SN . . mv “ὦ ry cv 
ba aid tig EN SY διἐυρήννμ εἰν Ci 4 
SS 
> κώπας = TSR - a 
th? Cargo So 9° o ak » κι. Wz . 
pie ae, a vile τως St τ σὲ τ τς a} 


.- 


eae ps 
aes: vet , Digg as ς στιν.“ τ΄ 
SS -- ἘΝ ες ποθι θὰ παι 4} 
«Ἴδε σο ον; my ©. ay V 
Plate 12 


Gr. MS 741, dated 1853-1854 
ANALTALIMAPION NEON, BARB 
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Rom. MS 14, Anthology, dated 1845 
Episcopal Library, Galati 
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His brother Antonios Photeinos, despite becoming a physician of the 
Phanariot Princes, had a close relationship with the musicians of the 
time. Gregorios Protopsaltes, in MS 1298 from Monastery of Vatopedi 
in 1818, dedicates to him the work ἀναπεσών εκοιμήθη in the second 
plagal mode nenano”* and Nikephoros Kantouniares mentioned him 
as his apprentice in The Chant School at the Monastery of Golia and 
dedicated the work ἀναστάσεως Ἡμέρα (Plate 14) both to him” and to 
Petros Manouel Ephesios.® 
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Plate 14 
Gr. MS 17476, Anthology, dated 1820, National Library, Bucharest 


58. To ακολούτως εἐμελοποιηθή παρεμού Tpnyopiov λαμπαδαρίου της 
του Χριστού Μεγάλης Ἐκκλησίας, δι αἰτήσεως tov εν ιατροίς apiotov και 
ημετέρου φίλου και αδελφού, κυρίου κυρίου Avtwviov Φωτεινού, ψάλλεται δε 
κατά τον καιρόν TOV Όρθρου του αγίου και Μεγάλου Σαββάτου. Awin® «1, in: 
Vatopedi 1298, f. Ir, apud ΧΑΤΖΗΓΙΑΚΟΥΜΗ, Μ, op. cit., p. 102. 

59. Antonios is also mentioned as the dedicatee of further musical settings by 
Nikephoros. Vatopedi 1429, pp. 203, 367. See PLEMMENOS, G., John, “The 
Greek Contribution to the Development of Romanian Music: the Case of 
Nikephoros Kantouniares of Chios”, in: ΑΜΒ IX, May 2006, CSBI, p. 140. 

60. Ma@nua avactdonuov ποιηθέν παρά Νικηφόρου Αρχιδιακόνου Αντιοχείας 
του Καντουνιάρη κατ αίτησιν tov ta εξο[μολογιϊωτάτου άρχοντος κυρίου 
ιατρού Avtwviov Φωτεινού και άρχοντος καμινάρη κυρίου Μανολάκη του 
Ἐφεσίου εν laciw 1820, Γκόλια, in: Gr. MS 17476 (Anthology, dated 1820), 
National Library, Bucharest. 
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Petros Byzantios Fygas is another Greek musician from 
Constantinople established in Iasi at the beginning of the 19th century. 
Following an anafora (letter) send in the autumn of 1805 by the metropo- 
litan bishop Veniamin Costache to Prince Alexander Constantine 
Mouroussi, Petros took over the new school of Byzantine music, receiving 
salary of 300 lei a month." Signs of his activity in Iasi can be found in Gr. 
MS 766 from the Library of Romanian Academy in Bucharest (BAR), in 
which one of his apprentices writes: Apyn συν Oew άγιω της ἐξηγήσεως 
των μαθημάτων όπου μέλω Va μάθω από την σήμερον από Tov Kup 
Πέτρου Πρωτοψάλτου της Μεγάλης Ἐκκλησίας του Βυζαντίου, 1805, 
24 νοεμβρίου (f. 651) (Plate 15). A few pages later the same apprentice 
continues (f. 86v): Εξήγησης δινών θέσεων της παπαδικής κατά τὴν 
παράδοση του διδασκάλου Γιακουμάκη Πρωτοψάλτου της Μεγάλης 
Ἐκκλησίας (Plate 16). 

[45115 also connected with the name of Nikephoros Kantouniares.” 
Born on the island of Chios in around 1770, Nikephoros was an important 
psaltes, a composer of both ecclesiastical and secular music, a pedagogue, 
scribe, and exegete. As Archdeacon of Antioch, he worked in Damascus, 
Constantinople, and around 1814 he resided in the monastery Golia in 
Iasi, where he taught Byzantine music in the Holy Metropolitan Church. 

He was a friend of Moldavia’s Metropolitan Bishop Veniamin 
Costache, a man of letters and a music lover, to whom he dedicated 
praises and religious chants such as the polyeleos Douloi Kyrion, 
Anoixantaria heirmologika etc. 


61. ERBICEANU, C., Istoria Moldovei si Sucevei si a Catedralei mitropolitane din Iasi 
(The History of Moldavia, Suceava and Metropolitan Cathedral in Iasi), Bucharest 
(1888), pp. 345 -- 346. 

62. The most important dates can be found in: XATZHTIAKOYMH, M., 
op. cit., pp. 54, 100 (notes 323, 324), and pp. 214 -- 217; EUSTRATIADES, 5. -- 
BATOPEDINOS, Arkadios, Catalogue of the Greek Manuscripts in the Library of the 
Monastery of Vatopedi on Mt. Athos, Cambridge Mass. (1924); ITAITAAOTIOY- 
AOY, T., Συμβολαί εἰς την ιστορίαν της παρ΄ ημίν εκκλησιαστικής μουσικής 
[Contribution to the history of our ecclesiastical music] Athens 1890 (1970), p. 
327; PLEMMENOS, G., John, “Micro-music” of the Ottoman Empire: the case of 
the Phanariot Greeks of Istanbul, St Edmond’s College, July 2001, unpublished 
dissertation. But especially, Idem, “The Greek Contribution...”, pp. 135 — 
154; STATHES, Gregorios, ,,Neumated Arabic, Gypsy’s, and other songs by 
Nikeforos Kantouniares (A.D. 1818)”, in: , Musica Antiqua Europae Orientalis”, 
Dissertationes ad musicae historiam et theoriam spectantes, Folia Musica, vol. 
I, no. 2, Bydgoszcz, 1983, Poland; and Nicolae GHEORGHITA, /Nikephoros 
Kantouniarés”, entry in The Canterbury Dictionary of Hymnology (forthcoming). 
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Plate 15 
Gr. MS 766, dated 1805, BARB 
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Plate 16 
Gr. MS 766, dated 1805, BARB 
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Kantuniares dedicated chants not only to ecclesiastical 
personalities but also to Phanariot noblemen who lived in the capital 
of Moldavia in his time. Mention can again be made of the physician 
Antonios Photeinos, for whom Kantouniares composed a series of 
church chants and the music of a riddle in verse by Antonios® (Plate 17) 
or another aristocrat man like the postelnic™ Constantine Mavrocordato® 
(Plate 18). 

Kantouniares’ ecclesiastical compositions include not only chants 
for services such as Vespers, Matins, and the Divine Liturgy (Plate 
19), but also a series of five kratémata, four callophonic heirmoi, three 
mathémata, seven Christian -- Arab hymns in Greek transliteration, a series 
of acclamations to Virgin Mary (megalynaria), alphabetic acclamations 
for the feasts of Candle-mass, a polyeleos for Cheese fare Sunday (By 
the rivers of Babylon) etc. and a significant number of musical works 
in the Arabic/Persian Ottoman tradition (Plate 20). The Anoixantaria 
heirmologika was his only composition to be transferred into the “New 
Method” of Byzantine notation by the protopsaltes of Metropolitan 
Church of Iasi Georgios Paraskiades Byzantios.” 


The last years of Phanariot reign are closely related to the reform, 
acceptance and implementation of the New Notation for Byzantine 
music in the Danubian Principalities. In 1816, Petros Manuel Ephesios 
arrived in Bucharest in order to teach the New System for church music.” 
His arrival in the Wallachian capital seems to have been determined by 
a mission assigned to him by the Patriarchate, who wanted the reform 


63. Avtwviov Φωτεινού tatpov, αίνιγμα στιχουργικού. Τόνισμα και μέλος 
Νικηφόρου Αρχιδιακόνου, in: Vatopedi 1428, dated 1810, p. 288. 

64. Postelnic was the office of minister and master of ceremonies at court in 
Danubian Principalities, W. WILKINSON, An Account of the Principalities of 
Wallachia and Moldavia, London (1820), p. 48. 

65. Πολυέλεος Νικηφόρου Αρχιδιακόνου Avtioxiag tov Χίου, τονηθείς 
κατά διασκέδασιν ev μωσία Κότου Aovi Ιβάν, ἠ Καισσαρέϊ δὲ Σούς, του 
πανευγενεστάτου άρχοντος μεγάλου ποστελνίκου Κοστάκη Μαυροκορδάτου, 
Δούλοι Κύριον, ήχος πλ. Β΄. I have to mention that Cotu lui Ivan is a small 
village near the city of Iasi. See LAHOVARI Ioan, I. C. BRATIANU & Grigore 
G. TOCILESCU, Marele dictionar geographic al Roméaniei (The Great Geographical 
Dictionary of Romania), Bucharest (1899), p. 707. 

66. Xenophontos 193 (mid-19th c.), in: STATHES II, pp. 152 -- 153. In the very 
famous secular music anthology named Pandora, Georgios is mentioned as 
Γεώργιος Παρασκευάδης Βυζάντιος 0 μένων εἰς Idotov. 

67. PANN, Anton, Bazul teoretic si practic al muzicii bisericesti (Ecclesiastical Music’s 
Practice and Theory Basics), Bucharest (1845), p. XXXII. 
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established in this centre, too. Just one year afterwards, on 16 June 1817, 
Ephesios founded the new Princely School of Ecclesiastic Chant at the 
Church of St Nicholas Selari® where Romanians and Greeks would learn 
,the New Method”: Anton Pann, Macarie Hieromonk, Theodorakis 
Kastrino, Panagiotis (Pangratie) Eggiurliu etc. By the official order of 17 
June 1817 the nobleman Grigorie Baleanu would be appointed by the 
prince Ioannes Karatzea as a special ephoros of this school.” 

At the same time, Ioannes Karatzea interested himself in the 
activity of the new ecclesiastical music school founded by the 
Three Teachers in the former capital of Byzantium. Therefore the 
abovementioned prince appointed on 15 May 1816 three important 
epitropoi (administrators): the noblemen Ioan Moscu, Dumitru Polizache 
and the bishop of Arges losif, whom he sent to Constantinople to 
represent Danubian Principalities and to take care of the school welfare.” 
Here is what this document stipulates, among other things: 


“As the music school that has been founded now in Tarigrad 
[Constantinople] is one of which should be the jewel of the holy 
churches and is to be forever carefully taken care of, through this royal 
official decree [pitac] and through the letter sent to us by the Tarigrad 
ephoros for this school and, especially, through the letter of the Patriarch, 
I name you administrators [epitropoi] of the music school there, to take 


care and supervise its welfare...”.”! 


Three years later, on 17 of July 1819, Gregorios V, Ecumenical Patriarch 
of Constantinople, addressed a letter to the Metropolitan of Wallachia, 
Dionysios, asking him to support financially the new founded music 
school and the printing of some books, which he undertook to do.” In 
this way the name of the well known didaskalos from Constantinople 
Petros Ephesios would became established in Eastern European music 
history through the printing of the first psaltic music books in the world 
in Bucharest, in 1820 (Plate 21): the Neon Anastasimatarion and the Neon 


68. POSLUSNICU, Gr. Mihail, op. cit., p. 20. 

69. Ibid., p. 21. 

70. POPESCU, N. M, Viata si activitatea dascdlului de cantari Macarie Ieromonahul 
(Life and Activity of Macarie the Hieromonk), Institutul de arte grafice Carol Gobl, 
Bucharest (1908), p. 31. See, also POSLUSNICU, Gr. Mihail, op. cit., p. 21. 

71. POPESCU, N. M., op. cit., p. 15; POSLUSNICU, Gr. Mihail, op. cit., p. 21. 

72. ΣΤΑΘΗ͂, Γρ., “H μουσική τυπογραφία της Ψαλτικής Téxvys”, in: Τιμήπρος 
τον Διδάσκαλον. Ἐκφραση αγάπης oto πρόσωπο του καθηγητού Γρηγορίου O. 
Στάθη, Athens (2001), p. 211. 
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Plate 21 
Neon Anastasimatarion (1820), Bucharest 


Doxastarion, thus ending the long period of copying Byzantine music 
manuscripts by hand. 

The years before 1821 were marked by intense activity in the 
fields of teaching, composing and copying, in the transcription of the old 
musical settings into the ,,.New Method” of analytical music notation, 
the printing etc. (Plates 22-25). 

In Bucharest, under the Metropolitan of Wallachia Dionysios 
Lupu, the Byzantine music school in the Romanian language was re- 
opened (1819), having as teacher Macarie the Hieromonk” and in the 
same year, Anton Pann, according to his own confession, printed an 
Axion estin in Romanian (now lost).” 

Important personalities from the world of ecclesiastical music 
continued to arrive at the Romanian provinces, some of them coming 
together with the Greek Princes proposed by the Sublime Porte. A good 
example is that of the sword bearer (spatharios) Ianku Malaxa, former 


73. POPESCU, N.M, op. cit., p. 31. 
74. PANN, Anton, op. cit., p. 33. 
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kanonarchis in Constantinople, who arrived together with Prince Michael 
Gregory Soutzo to Iasi,” taking over the position of First Chanter at the 
prince’s court in 1819,” and becoming the best known singer of Iasi. 
Besides the church chanting, he was also a famous chanende (singer) 
of the secular music.” He was accompanied on the tambura by the 
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Plate 22 
Gr. MS 753, Apanta Petros Bereketis, dated 1819, BARB 


kaminarios Grigore Avram” and on the ney by the cupbearer (paharnic) 
Andreas (Andricu) Byzantios (Vizanti) Terzi-basha,” one of the virtuosi 
of this instrument, who would seem to have been the son of Gregorios 
Protopsaltés Byzantios.*° 

According to the writings of Romanian musicologists of the 
second half of the 19th century, Gregorios Protopsaltes had strong 
connections with Moldavia, being invited by the Metropolitan Veniamin 


75. PALTINESCU, Stefan, ,, Musichia” (“The Music”), in: Buciumul Romanu, anul 
I, ed. Theodor Codrescu, Iasi (1875), p. 465. 

76. BURADA, T. Theodor, ,,Cronica muzicala a orasului Iasi (1780 -- 1860)” 
(“The Musical Chronicle of the city of Iasi [1780 — 1860]”), in: Convorbiri literare, 
Iasi, 21, no. 12, March (1888), pp. 1061-1101; republished in Idem, OPERE vol. I, 
First part, Music Publishing House, Bucharest (1974), p. 142. 

77. Ibid., p. 142. 

78. This musician studied the tambura in Constantinople. Cf. Theodor T. 
BURADA, op. cit., pp. 141 - 142; Mihail Gr. POSLUSNICU, op. cit., p. 151. 

79. Theodor T. BURADA, op. cit., p. 142. 

80. VIZANTI, Andrei, Veniamin Costaki. Mitropolit Moldovei si Sucevei. Epoca, viata 
si operile sale (1768 — 1846) (Veniamin Costaki. Metropolitan Bishop of Moldavia and 
Suceava. His Epoch, Life and Works), Iasi (1881), p. 110. 
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Costache to lead the Byzantine school of the Moldavian capital.*' Like 
Chourmouzios Chartophylax, he dedicated a polyeleos (By the rivers 
of Babylon — Eni των ποταμών Βαβυλώνος) in the third mode to this 
hierarch,” but also a couple of laika tragoudia to the patriarch Gregorios 
V and to the Phanariot prince Michael Soutzo. 

As regards links with the ecclesiastical music school in Moldavia, 
there exists an extremely exciting text by Andrei Vizanti, professor at the 
University in Iasi, deputy and nephew of the musician. He mentions the 
following: 


“My grandfather, Grigori Vizanti, who came from Venice, former 
protopsaltés at the Patriarchate in Constantinople, is one of the main 
reformers of the Old Musical System, who founded and introduced the 
New System in the Church music from the East. Brought to the country 
by Veniamin, ever since the beginning of the current century (1804), he 
contributed a great deal with his knowledge both to the foundation of 
the new systematic school of music, as to the spreading of the music 
culture, especially of the New System, in the churches of our country. 
The events in 1821 made him retreat together with his family to Odessa, 
maintaining the same activities. In 1827, being invited again, he came 
back to Iasi where he was appointed protopsaltés of the Metropolitan 


Church and charged to re-founding the music school.’””*° 


Regarding his music talent, the above mentioned writer Stefan 
Paltinescu and at the same time, one of Gregorios apprentices from Iasi, 
remarked that: 


“He would sing with a voice full of a rare enchantment and powerful 
force; his chanting mode was such that it did not show any effort, not 
a strange grimace such as you could see in most singers; his face was 
peaceful, but inspired by the ideals of chanting”.™ 

81. PALTINESCU, Stefan, op. cit., pp. 465 -- 466; VIZANTI, Andrei, op. cit., pp. 
109 -- 110. 

82. Ο τρίτος ψαλμός του πολυελέου Tov οποίον αίτησαι (sic) οάγιος Μολδαβίας 
κύριος κύριος Βενιαμίν, εμελοποιήθη παρ’ ἐεμού Γρηγορίου πρωτοψάλτου εις 
ἦχον τρίτον [...]* εἰ μεν βούλει, ψάλλεται Δόξα... και νυν... του Δούλοι, Κύριον 
του αυτού, ει δου μετά σύντομα Δόξα - Και νυν, ἀπερ έχει Ev τω τέλει ο ίδιος 
μὲ τα Αλληούϊα" ήχος τρίτος Eri των ποταμών Βαβυλώνος, in: Dionysiou 632 
(first half of 19th c.), apud STATHES II, p. 741. 

83. VIZANTI, Andrei, op. cit., p. 109. 

84. PALTINESCU, Stefan, op. cit., p. 465. 
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Among his apprentices in Iasi one might mention Athanasie 
Oikonomos, Grigorie Boatca Oikonomos, Costachi Oikonomos, Ioan 
Oikonomos, Stefan Paltinescu, Alexios Petrino, Dimitrie Suceveanu, 
Petre Alexandrescu, Filip Peleologul, Manolachi Paleologul, Gheorghie 
Esopt, Costachi Stigleti etc.*° One further piece of information offered 
by Andrei Vizanti is that Grigorie Vizantie died in 1842." 


III. THE IDEA OF CANONICITY IN THE ROMANIAN MUSIC OF 
BYZANTINE TRADITION 


As it is well known, the conception according to which the music has 
a divine origin, being transmitted by angels to the people, is one of 
the fundamental ideas that provided and guaranteed the success of an 
undistorted transmission both of the liturgical text and its music for 
more than a millennium. 

Until the fall of Constantinople in 1453 and also afterwards, 
the Ecumenical Patriarchate had an important role in keeping and 
transmitting Byzantine musical repertoire to the countries that embraced 
Orthodox ritual. The canonical, liturgical and spiritual authority that 
the Patriarchate of Constantinople enjoyed in other countries was 
determinant in this. 

Aware that, after the conquest of the empire, the Danubian 
Principalities are the only states that could defend Orthodoxy from the 
Turkish invasion, relations between the Patriarchate and other liturgical 
centres intensified in their mutual support. 

In the field of music in the principalities of Wallachia and 
Moldavia, this meant copying and particularly translating into Romanian 
of the creations of the most important composers from Constantinople 
or from the Mount Athos. This process of translation of a part of the 
Byzantine and post-Byzantine repertoire and its adaptation of the 
stylistic particularities of the Romanian language was described as a 
process of ,,Romanization” of church chants. 

The three stages in the process were marked by the following 
composers: Filothei Jipa at the beginning of the Phanariot epoch (1713), 
Mihalache Moldovlachos in the second half of the 18th century (fl. 
1767-86) and, for the third moment of the ,,Romanization”, Macarie 
the Hieromonk (1750 -- 1836), Anton Pann (ca. 1796 — 1854), Ghelasie 


85. Ibid., p. 466. 
86. VIZANTI, Andrei, op. cit., p. 110. 
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Basarabeanul (+1851) -- in Wallachia, Visarion the Hieromonk (fl. 1814 -- 
43) and Dimitrie Suceveanu (1818 — 1898) — in Moldavia. 

It is essential to bear in mind regarding this practice the fact that 
the undertaking of these Romanian musicians was nothing less than 
a long and supported effort of translation and implementation in the 
ceremonies of the Church in the two provinces of the contemporary 
music repertoire, in use particularly in Constantinople. 

In 1713 Filothei Jipei finished translating the Sticherarion by 
Germanos Neon Patron, the Anastasimatarion by Chrysaphes the Younger 
(Plate 26), to whom he adds composers who appeared in contemporary 
anthologies. 

In 1767 Mihalake Moldovlachos translated the Anastasimatarion, 
probably of his teacher, Petros Lampadarios Peloponesios (Plate 27) and 
the Romanian anastasimataria from the beginning of the 19th century 
are by Petros Lampadarios Peloponnesios in the exegesis (interpretation) 
of Petros Ephesios (Plate 28) and Dionysios Photeinos (Plate 29). 

In this case, the problem of the ,,Romanization” is not a unique, 
but rather the problem of all those nations — of whatever age — that 
accepted the Orthodox Byzantine rite. 
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SECULAR MUSIC AT THE ROMANIAN PRINCELY COURTS 
DURING THE PHANARIOT EPOCH (1711 -- 1821)" 


INTRODUCTION 


Having commenced as early as the latter half of the fifteenth 
century, the process of “vassalisation”,’ which was later to become one 
of Ottoman domination over Wallachia and Moldavia,’ led to the princes 
of the two north-Danube provinces being appointed and deposed at 
short intervals, either according to the wishes of the Sultan,’ or at the 
“intervention” of high-ranking Ottoman dignitaries at the Sublime 
Porte.* Gradually, the Principalities would become mere provinces or 
“rayas” of the Ottoman Empire,’ and their rulers would enjoy the title of 
“Christian pasha”, sometimes with privileges greater than those of the 
high dignitaries of the imperial administration.° 

However, the Turkish hegemony or Turcocracy (1453 — 1821) 
also contained a special chapter that was to have a separate history in 
the Romanian Principalities, from the early decades of the eighteenth 
century until the year of the Balkan revolution (1821): the Phanariot 
epoch. The failure of the military alliance between Moldavian Prince 
Dimitrie Cantemir (b. 1673 -- d. 1723) and Peter the Great (Ὁ. 1672 -- d. 
1725), in their attempt to rid the land of Ottoman rule (at the Battle of 
Stanilesti, 1711), caused the Sublime Porte’s trust in its Latin subjects of 
Orthodox religion to evaporate. From then onward, the princes of the 
two Romanian provinces would be appointed by the Sultan himself, and 
they would be chosen from among the foremost non-Muslim millet of 
Constantinople: the Greeks of the famous Phanar quarter.’ According to 
the statistics gathered by historian Neagu Djuvara, no less than thirty- 
one Phanariot princes, from eleven families, occupied, for a total of 
seventy-five reigns, the thrones of Wallachia (or Hungro-Wallachia) and 
Moldavia.® 


* NEW EUROPE COLLEGE YEARBOOK (2008-2009 [forthcoming]). 
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1. CONSTANTINOPLE, THE PHANARIOTS, AND 
THE DANUBIAN PRINCIPALITIES AT THE END OF 
THE TURCOCRACY: THE MUSICAL BACKGROUND 


But what were the motives of the administration of the Ottoman 
Empire in appointing princes of Greek origin to the thrones of the two 
Romanian provinces? The Sublime Porte’s choice of political leaders 
from the aristocratic Levantine quarter was by no means arbitrary. 
The historical argument according to which the Greek community of 
Istanbul, or more correctly speaking Constantinople, preceded the 
Ottoman population and the fact that it represented, under the authority 
of the Ecumenical Patriarch (Milet al-Riim), the most numerous non- 
Muslim community of the former capital, combined with the economic, 
intellectual and political-administrative status attained by Greeks. The 
name they bore entitled the Phanariots to regard themselves as the 
rightful descendents of the great families of the Byzantine basileis’ and 
“descendents of the Palaeologus and Cantacuzino families”,'° while the 
education they had acquired in western universities (Vienna, Padua, Paris 
etc.) would offer them the opportunity to occupy, from the middle of the 
seventeenth century onward, essential positions in the mechanism of the 
Ottoman administration. The positions of Dragoman (from the Turkish 
terjiimen), of official translator to the Sublime Porte" in relations with 
the other “pagan” nations, that of personal physician to the Sultan,”? and 
that of Kaptan pasha or Admiral of the Imperial Fleet would be eclipsed 
by the much-coveted position of Prince of one of the two north-Danube 
provinces, Moldavia and Wallachia." 

It should also be mentioned that, in the Ottoman eighteenth 
century, Constantinopolitan society was composite, one in which a 
number of religions and ethnic groups, including Turks, Greeks, Jews, 
Armenians and even Christianised Arabs, lived together, even after 
Mehmet I (b. 1432 -- d. 1481) conquered Constantinople (29 May 1453). It 
was natural that in this multi-ethnic atmosphere there should be mutual 
influences. At the musical level, this meant that Greek musicians were 
familiar with both Ottoman courtly music and Byzantine ecclesiastical 
music, especially from the mid-seventeenth century onwards." In this 
context, the adoption by Wallachia and Moldavia of the religious and 
secular ceremonials existing in the former Byzantine capital on the 
banks of the Bosphorus” resulted in the orientalisation of a major part 
of the musical repertoire of the princely and boyar courts of the two 
capitals. Thus, as Lazar Saineanu would argue more than a century 
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ago, the princely courts of Bucharest and Iasi in the Phanariot period 
exuded “an absolutely oriental atmosphere and not only with regard to 
administrative matters and official ceremony, but also in the day-to-day 
life, in the costumes and cuisine, in the boyar class’s way of living and 
feeling” .'° 


The present study sets out to analyse the phenomenon of urban 
secular music of Constantinopolitan influence at the princely and boyar 
courts of the Danube Principalities during the reign of the Phanariots 
(1711 -- 1821). 


2. SOURCES 


a) The historical documents of the time are an extremely 
important source whereby the musical practices of the Principalities in 
the Phanariot epoch may be reconstructed, in particular the accounts and 
descriptions (in journals, memoirs etc.) of foreign travellers who visited 
the Romanian Lands,” to which might also be added princely (Wallachian 
and Moldavian) and Ottoman official records'* and chronicles, countless 
letters, and folkloric and pictorial sources. Although they do not have 
the persuasive power of a musical score, these accounts allow us to form 
quite a coherent image of the music and society of the time. The music of 
the princely courts, perhaps more than the other arts, was present in the 
field of vision of the contemporary chroniclers, be they simple travellers 
through the lands north of the Danube, be they ambassadors, consuls 
or special envoys from other European states. The political status of the 
latter allowed them to take part in and gain access to the rituals and pomp 
of princely coronations in the two Romanian capitals, to weddings and 
balls, and to receptions held in honour of these foreign guests, usually 
from Western Europe, but also from the Orient, as well as to meetings 
organised by the “first lady” in particular, but also by generous boyars. 

β) The sources that supply the most persuasive evidence are, 
however, the manuscripts, treatises and printed works written in 
Byzantine and Ottoman musical notation.'? Written mainly in Greek, 
Turkish or Romanian, these documents in effect constitute the most 
authoritative sources, which speak directly about the musical life of 
the Romanian princely courts, at a time when the codex and the book, 
regardless of content and means of distribution, were held in high 
esteem, both in the Orient”° and in the Occident.*! 
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3. THE MEHTERHANE AND TABL-KHANE, OR ON 
OTTOMAN MUSIC AT THE PRINCELY COURTS 


Operating by means of rigorous selection within a domain that 
is necessarily fluid, it must be said that as regards the musical milieu of 
the princely and boyar courts of the Danube Principalities, the above- 
mentioned documents reveal to us the fact that the spectrum of musical 
life was heterogeneous, in which the ritual of Byzantine ceremonial chant 
and the taraf (ensemble) of the prince’s fiddlers successfully cohabited 
with orchestras in the Turkish or European (“German” — “muzica 


wee 


nemteasca” or “European” — “europeand’) style” (Illustration 1). 





Illustration 1: 
A banquet at the Princely Court of Nicolaos Magvrogenés (Rom. MS no. 3514, 
f. 12, dated 1787; Library of Romanian Academy, Bucharest [BARB]) 


In effect, this mélange of sound is merely a consequence of the 
fact that under the Phanariots Romanian society itself was composite and 
motley in its cultural expression, a society that brought together often 
very different peoples, languages, intellectual backgrounds, aspirations, 
and structures of thought. 
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In this jigsaw of vocal and instrumental ensembles, the most 
important influence “imported” from Istanbul to be active at the princely 
courts of Bucharest and Iasi in the Phanariot period was the ceremonial 
band or the so-called “prince’s Turkish music’,” which was made up of 
two ensembles: the mehterhdne or courtly music (the princely orchestra) 
and tabl-khane or the military band of the Janissaries™ (IIl. 2a, B, y, δ). 
Received as a gift from the Sublime Porte* together with the familiar 
insignia of power” from the mid-seventeenth century onwards” or 
perhaps even earlier,“ these musical groups were made up of singers 
and instrumentalists, mainly Ottomans, from all over the Orient,” and 
almost always under the musical authority of a Turkish mehter-basi 
(Kapellmeister),*” and later that of a tufecci-basa.*! Sometimes, alongside 
the Ottoman musicians, contemporary documents also mention the 
existence of Wallachian®*” and Moldavian® mehters, and Evliya Celebi 
(b. 1611 -- d. after 1682), the celebrated Ottoman traveller and former 
professional singer at the court of Sultan Murat IV Ghazi (died 1640), also 
confirms the fact that at the princely courts of the Romanian Lands the 
Turkish mehterhane played “behind the flag” while in front of it “played 
the trumpets and tambiirs of the giaours” .** In the extra-Carpathian space 
we are therefore dealing with two mehterhdnes: one of the Ottomans and 
a “mehterhdne of the accursed (afurisitilor)”.» 

With regard to the musical performances of Romanians beyond 
the borders of the Principalities, towards the end of the eighteenth 
century there is mention of a Moldavian named Miron, who was one 
of the leading virtuosi of the viola d'amore (sine kemani) at the Court of 
Sultan Selim III (b. 1761 — d. 1808), a celebrated composer of the time 
and a patron of the arts. According to Walter Feldman, Miron “probably 
did more than any other single individual to develop the ala Turca style 
of violin-playing”,*° and was the highest paid musician at the Sultan’s 
court between 1795 and 1806.” In a poem that describes an imperial 
celebration in 1834, the Moldavian musician is characterised as “the 
venerable violinist Miron (Koca kemani Mirum)’.** It is important to note 
that, according to the Turkish musicologists, the viola d‘amore arrived in 
Turkish musical circles from Western Europe via the Romanian Lands 
and Serbia in the late eighteenth century.” 
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Illustration 2a: 

Mehterhdane (Ottoman Military Band), 1839. 

Official Costumes of the Ottoman Empire (at the begin. of the 19th Century). 
Ankara, National Library, Painted by Arif Pasha 
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Illustration 2β: 
Mehterhdane (miniature), 1839. Istanbul, Topkapi Museum 
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Illustration 2y: Player of kemdnce (in Mihail Gh. Poslusnicu, Istoria 
Muzicei la Romani. De la Renastere pand-n epoca de consolidare a culturii 
artistice, Bucharest, 1928, p. 521). 





Illustration 26: 


Ottoman Musiciens (in H. Dj. Siruni, Domnii romani la Poarta Otomand, 
Bucharest, 1941, pl. XXI) 
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Regarding the history of the term mehterhane (house of mehter) in 
the Ottoman Empire, it should be point out that this refers to ensembles 
of musicians formed for military and ceremonial purposes. In Ottoman 
Turkey and also the Romanian Principalities, the mehterhine was 
sometimes called the mehter orchestra or tabl-khane (Tabilhane/Nevbet- 
hane or house of drums)* and included wind and percussion instruments.”! 
The Janissaries (Yeniceri— new troop) were the élite troops of the Ottoman 
Empire (most of them were slaves of Christian origins), who appear to 
have first formed official mehter ensembles around the year 1330,” and the 
mehterhane was very closely associated with the Janissaries throughout 
the Ottoman period. It should be noted that this was definitely not the 
earliest use of music by the Turkish military. There are earlier records 
showing that military bands were a traditional gift from one Turkish 
ruler to another, and a Chinese chronicle of a general’s visit to a Turkish 
monarch in 200 BC includes a description of a Tug (drum) team -- a 
mostly-percussion ensemble that also included a zurna-like instrument 
and a kind of trumpet — and the general’s subsequent formation of a 
similar ensemble for his own military. So it can be assumed that even in 
1329/30, the mehter inherited an already-established tradition of military 
music.“ 

Unfortunately, in their journals and notes, the foreign travellers 
and officials that passed through the Romanian Lands frequently confuse 
the names of these ensembles, as it is not very clear to them when it is a 
matter of the mehterhdne or the tabl-khane. The first to distinguish between 
the prince’s “chamber” ensemble (mehterhdne) and the princely orchestra 
or tabl-khane was Franz-Joseph Sulzer (b. 1735 — d. 1797), a Swiss born in 
Laufenburg® and present around the autumn of 1774” at the Wallachian 
Court of Alexandros Hypselantes (b. c. 1724 — d. 1807). 

Inthe Romanian terminology we meet these ceremonial ensembles 
with the name chindie (Turkish ikindi),” hence the expression de cantat pe la 
chindii (to be sung at dusk), because one of the times of day when the band 
of Janissaries played was at sunset.** The two ensembles (mehterhdane and 
tabl-khane) would be in the service of the imperial Ottoman court until 
the year 1826, when they were abolished by Sultan Mahmud II (b. 1785 
— d. 1839) together with the Janissary corps,” while in the Romanian 
Lands the Turkish band would be replaced by a European-style brass 
band a few years later, in 1830, on the establishment of the modern land 
army (Straja paméanteasci).°° 

In conclusion, it can be stated that these ceremonial ensembles, 
which came to the Principalities, as [have said, from Istanbul, represented 
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not only one of the most important privileges that the princes of these 
lands enjoyed”! but also, in symbolic form, the sovereignty of the Crescent 
Moon over the Romanian space.” 

The Sultan’s protocol laid down that these ceremonial orchestras 
should attend in the first place the official ceremonies of the ‘beys” of 
Moldavia and Wallachia, as well as at the coronation of a new prince,* 
in accordance with a ritual inherited from the pomp of the coronation 
of the Byzantine emperors,” the reconfirmation of the prince’s reign,” 
the most important religious festivals (Easter, Christmas, the Feast 
of St Basil, and Epiphany),” the individual feast days of churches,* 
the reception of foreign ambassadors” and Ottoman dignitaries,” the 
funerals of princes,®' the private feasts and revels organised by princes” 
and, sometimes, the appointment of dignitaries.” 

Apart from religious festivals and secular ceremonies such as 
those mentioned above, the mehterhane and tabl-khane had to perform 
daily, in the morning, after the Mohammedan call to prayer,“ and in 
the afternoon, more often than not before the Prince® or beneath his 
windows. We may, indeed, speak of orchestras with a set timetable, 
which gave veritable “concert tours” of the courts and palaces of the 
Principalities. 

ἜΧΕ 

What can be said of the instrumentation employed by the orches- 
tras of the Ottoman Court and the Turkish musical ensembles? 
Contemporary musicology underlines the fact that this was highly 
complex and had over the centuries undergone countless transformations, 
adjustments, and improvements, with some instruments disappearing 
and being replaced by others, and with new instruments being 
introduced.” According to musicological statistics, it seems that since 
the times of the Huns in the military band of the Ottoman Empire there 
were six basic instruments: four percussion and two wind instruments. 
The wind instruments were called zurna, boru (nefir or sahnay), and 
percussion instruments cevgan, zil, davul and yurag, boygur, cdken, cang, 
tiimrtik and kiivriik, all of which were later collectively known as kés. 
But the number of instruments used in the Ottoman music increased 
over time, since numbers of individual instruments could be multiplied 
according to requirements. While the historian Siukrullah who lived 
in the time of Murad II listed only nine instruments, Ladikli Mehmed 
counted eighteen, and Katip Celebi (1609 -- 1657) nineteen. Evliya 
Celebi, who was at the same time a musician, mentions some seventy- 
six instruments. However, it seems that the most extensive ensemble of 
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military musicians at the Ottoman Court can be found at the beginning 
of the nineteenth century, when the mehterhdane of the Grand Vizier was 
made up of sixty-two instrumentalists and that of the Sultan was twice 
as large.” 

Since the swarming oriental courts of the Principalities remind the 
western traveller of a smaller version of the Seraglio in Constantinople, 
it should come as no surprise that we also find here a significant number 
of musical instruments that are Ottoman in origin. The same Swiss, Fr. 
J. Sulzer, who, let it be said in passing, was also an instrumentalist in 
the chamber orchestra of A. Hypselantes, gives us many essential details 
about the number and type of instruments that made up the mehterhdne: 


“Turkish chamber music is wholly different in its make-up. A long, 
thick reed-flute with seven holes and a large orifice for the mouth, 
called a ney, a tambura, i.e. a kind of lute with a long neck; a tzambal 
(Hackbrett) which they strike with short wooden sticks and call a santur. 
Another instrument of the same kind, called the miikiim, which they 
pluck with the fingers, like we pluck our zither (Zimbel) is similar to a 
harp; the muskal or nai (Syringa Panos); the keman is held on the thigh 
and played using a bow; then the common four-stringed violin, which 
is called the sinekeman, along with another wind instrument, which 
is similar in form and sound to a bassoon; all these are their chamber 
instruments” .”” 

Prince Dimitrie Cantemir (in Turkish Kantemiroglu), a well- 
known theoretician, who invented a system of notation and created the 
most influential theory of Ottoman music,” an amazing virtuoso of the 
tanbir (long-necked lute) which he says is “the most perfect instrument”, 
and at the same time who revolutionised the composition of the pesrev 
(prelude) (III. 3), tells us the following about the band of the Janissaries 
or tabl-khane: 


“The Tabl is a drum, whence the name tabulkana, the military 
insignia the Turkish emperors give to the higher generals in 
their service. The tabulkana of a vizier comprises nine drums; 
nine zurnazeni or those who play the zurna, i.e. the flute; seven 
boruxeni or trumpeters; four zilldzani, who clash the zil, a kind of 
brass disk, which when clashe make a clear and sharp sound.”” 


47 


Nicolae GHEORGHITA 


y= ie 
~, ¢ orleans to 
ey SSS 


“-ἢ 





Illustration 3: 

Pesrev by Dimitrie Cantemir, MS no. 3, f. 14r, 43v, Fund Panagiotes Gritzanes, 
Metropolitan Church Library, Zakynthos Island, Greece, mid.-18th c. 
Autograph Petros Lampadarios Peloponnesios 


On the information presented by the Moldavian prince, Fr. J. 
Sulzer offers a number of details, in the same didactic tone: 


“The main instruments of Turkish war music are from nine to ten large 
drums (in Turkish called the da and in Wallachian the toba), almost as 
many zurnale (surnd), a kind of reed flute, the “Schalmeyen” (on which 
the first player sometimes plays a solo or rather a recitative, while 
the others play a monotone accompaniment at an octave), from six 
to nine trumpets or the so-called borusi (the name by which Prussian 
trumpets are known in Turkey n.n.), four dairale (Dairée) or tambourines 
(Schellensiebe) and talgere or brass cymbals (Sill). And if I have also 
mentioned an un-tuned tenor drum (verstimmte Wirbeltrommel), then it 
should be known that it is replaced by a number of small timpani, with 
a very muffled but penetrating sound, which they call nagarale (Sadée 
Nakkara), which does not play any tremolos, but rather is struck to the 


cadence of the beat’”’.” 
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In conclusion, the chronicles and documents of the epoch 
record variations as regards the number of Ottoman musicians in the 
Principalities, which ranged between six at the court of Wallachia in the 
reigns of Gregory I Ghika (1660-1664 and 1672-1673) in the year 1660,” 
thirty at the court of Moldavia in 1776, and twenty in Wallachia in the 
year 1818.” Although these figures seem low, in reality the number of 
musicians at the princely and boyar courts was much greater. The same 
chroniclers reveal to us that besides the mehterhdne there were also other 
musical ensembles, under the command of the Grand Provost Marshal 
(Armas).”° Relying on the registers of ceremonials that lay down the 
order in which the princely military corps accompanied by their musical 
bands entered the Wallachian capital in the period 1775 -- 1819 (i.e. from 
the coronation of A. Hypselantes up until the investiture of Alexandros 
Nicholas Soutzou [b. 1758 — d. 1821] as prince),” it is possible to gain a 
coherent picture of all the orchestras active in Iasi and Bucharest. Thus, 
at the ceremonial entry into the capital (3 February 1775) of the new 
prince of Wallachia, A. Hypseélantes, the procession was accompanied 
by ensembles of infantry soldiers (dorobanti), Cossacks (cazaci) and 
armed thief-catchers (poterasi) of the Police station guild (Agie),”* then 
by the ensemble of segmens (seimeni or body of pedestrian mercenaries) 
and mercenaries (lefegii) of the Spatharios guild,” then the land army 
bandsmen (ldutarii pamdnteni), the “European music”, and the “princely 
trumpeters” (trambitasii domnesti), with the mehterhane bringing up 
the rear.*? Dionysios Photenios (Ὁ. 1777 -- d. 1821), a historian and 
musician of high standing (he played the tambiir, piano and keménce),*' 
mentions more or less the same musical scene at the ceremonials at 
the enthronement of princes, where the high dignitaries took part in 
solemn processions, accompanied by their musical ensembles: those 
who headed the procession were the infantry soldiers (dorobanti) with 
their band and standard, the Cossacks from the foot Agia with their 
band, then the mounted armed thief-catchers (poterasi) with their band, 
the segmens and mercenaries (lefegii) with their bands, all the land army 
bands, the European music, and finally the mehterhdne.* Sometimes 
German trumpeters® also took part, as well as the Italian orchestra.™ 
And the examples might continue. 

In conclusion, the fact that they benefited from such bands was 
for the princes of the two north-Danube provinces and for the dignitaries 
and boyars a matter of honour and pride, and something not easily 
maintained from a financial point of view. And given that the number 
of these musicians, be they Ottoman, Greek, German, Polish, Italian, 
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Romanian, or, above all, Gypsies, at any given time might number more 
than even five hundred, as happened in the reign of Gheorghe Caragea,® 
the financial effort the princes had to make in order to maintain such 
luxury, appreciated and beloved both in Istanbul and in the West, is self- 
evident. 


What can be said of the musical repertoire promoted by the 
Ottoman ensembles at the courts of the Phanariot princes and of other 
local dignitaries? 

Unfortunately, we do not possess musical scores or manuscripts 
to confirm with any certainty what music was played in the Romanian 
Lands, what level of professionalism the musicians attained, or what 
pieces were most liked by the native elites. We do, however, know with 
certainty that the most important centres for the promotion of Ottoman 
musical culture outside Istanbul were the two Romanian capitals, 
Bucharest and Iasi, and that the music of the Seraglio was exported 
with great success to the Principalities. This claim is confirmed by the 
chronicles of the time, which point to the fact that the Ottoman orchestras 
adopted the vocal and instrumental genres and forms of the Imperial 
Court and sometimes even produced versions of Turkish music unique 
to the north-Danube space.*° 

Thus, it might be said that in the first place what was promoted 
was a vocal and instrumental repertoire of strictly Ottoman provenance, 
very much appreciated in the seventeenth and eighteenth centuries,” 
not only by Romanians but also at the Court of the Sultan:** marches 
(niibets),” preludes (taksims), overtures/preludes (pesrevs),”” slow vocal 
music (manes, samaeles) and lively tunes (bestes). When Michael Soutzou 
(b. c. 1730 —d. 1803) received the Russian Ambassador, Michael Kutuzov, 
in Iasi on 24 June 1793, I. C. Struve said that it was “to the deafening 
sound of mehterhane, whose chosen mehters made the hills resound to 
the tunes of the niibets and pesrevs, which they played with pride”.”! 
Another interesting episode that describes the repertoire performed by 
the Ottoman musical ensembles and tells us of the appreciation enjoyed 
by this music is that which took place in July 1762, on the naming of 
the new Pasha of Hotin, in the person of Hamza Bey, the son-in-law of 
Sultan Mustafa III (b. 1717 -- d. 1774), as follows: 
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“For as many days as the Pasha stayed here, the mehterhdne of the Prince, 
according to the custom to beat every day the niibet, which is called the 
chindie, did not drum, except only the mehterhane of the Pasha drummed 
on one day. After the Pasha came out of his tent, in front of the Prince 
and all the boyars, as well as some pehlivans, he demanded to hear the 
skill of the Prince’s mehter-basi, and told the Prince to order his mehter- 
basi to say a pesrev; and when the mehter-bas? began and recited that 
song, his skill and singing pleased the Pasha very much. And after he 
finished singing, the Pasha ordered him to be garbed in a long boyar’s 


coat there before him.” 


The princely and boyar courts also resounded by orientalised and 
balkanised music and dances such as the naframa, musama, zoralia, arkan, 
ciaus, kindia, giambara, irmilik etc.” One of the most fashionable dances 
in Moldavian society in the late eighteenth century was the “Greek 
dance” imported from Constantinople. Around 1790, Count Alexandre 
de Langeron describes this dance, as follows: 


“Tt starts off slowly and ends at such a fast rhythm that one would think 
that all the dancers were stampeding. One man leads the dance, and all the 
women, linked together in a chain, holding onto scarves, follow a dancer”.* 

Another dance of Greek origin fashionable in the Phanariot 
age and “performed by married women”” is the romeika, described by 
English physician James Dalaway in 1794: 


“as being wholly performed by women, one of whom fluttered an 
embroidered kerchief, moving gracefully apart from the rest of the 
women whirling around her. The melodies, he says, were played on two 
lutes, as many kobsas with catgut strings and an uneven flute, like those 
he had seen in statues of Pan or the Satyrs, played with extraordinary 


dexterity and producing sweet and piercing sounds”.”° 


Auguste de Lagarde, a French émigré in the service of Imperial 
Russia, also speaks of the same dance, in 1813: 


“The women dance in a circle, without changing their facial expression 
or bodily movements, and then a single pair dance, raising their hands 
over the heads, somewhat in the manner of Russian dance steps, but 


without grace or variation” .”” 
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As for the aesthetic of this music, the chronicles almost in unison 
demonstrate that the reference points of the western travellers are 
radically different from those of the Orientals. One of the most plastic 
images provided by the documents of the time, with regard to the sound 
of the official Ottoman orchestra at the courts of the Danube princes, is 
supplied by Lady Elisabeth Craven, who was received with all pomp 
and ceremony by Nicolas Mavrogeneés (b. 1735/1738 — d. 1790), the 
Prince of Wallachia. She is perplexed on hearing the unusual sounds 
of the ensemble: “My ears were assailed by the most diabolical noise I 
ever heard.” Made up of “trumpeters of all kinds, brass plates striking 
together, and drums of all sizes, some of which, not larger than breakfast 
cups,” the princely orchestra brought together instrumentalists who 
each endeavoured, according to Lady Craven, “to drown out the noise 
of his neighbour, by making a louder noise if possible”.** In spite of 
the secretary telling her “c’est pour vous Madam -- c’est la musique du 
Prince”, the respectable lady could barely contain her laughter, thereby 
alarming her companion, who implored her to refrain, saying, “For God’s 
sake do not laugh.” Unfortunately, not even during the meal offered by 
the wife of the Phanariot prince in her honour was Lady Craven able 
to escape the Turkish music, which alternated with the more palatable 
music of gypsy minstrels: 


“Detestable Turkish music was played during the whole supper, but 
relieved now and then by gipsies, whose tunes were quite delightful, 
and might have made the heaviest clod of earth desire to dance. The 
Prince saw the impression this music made upon me, and desired they 


might play oftener than the Turks”.” 


Nor is the account of Johann Wendel Bardili, an Italian chronicler 
who was in Iasi in the year 1709, any more favourable. Describing the call 
to prayer of the Ottoman faithful at which the mehterhane performed each 
morning, the traveller cannot refrain from commenting on the auditory 
discomfort created by the ensemble, characterising it as “a music indeed 
barbarous and dreadful”.!” Struve, mentioned above, describes how the 
Turkish orchestra, when performing slower pieces, could produce in 
the audience not only reactions of disgust but also “a deep sleep, which 
overcame the entire escort of the Russian ambassador”.'°! 
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In conclusion, the Ottoman orchestras and their musical 
performances constituted in the Phanariot epoch one of the most “exotic” 
presences at the courts of the Danube Principalities, and, as we have seen 
above, fully took part in the orientalisation of Romanian musical culture. 
In parallel, however, we should not forget the other side of Romanian 
musical culture of Constantinopolitan influence: Phanariot literary and 
musical works, which enjoyed phenomenal success among the princes, 
nobility, boyars and youth of Wallachia and Moldavia, and which we 
shall describe in the following. 
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4. PHANARIOT MUSIC AT THE PRINCELY AND BOYAR 
COURTS OF THE ROMANIAN PRINCIPALITIES 


It is a well-known fact that the Phanariot Princes were highly 
educated, often having studied in Western Europe. They spoke foreign 
languages and were concerned not only with political and administrative 
matters but also with supporting and promoting the arts and sciences, 
in which music occupied an important place. The existing cultural 
background in the Principalities,'” cultivated above all at the Wallachian 
court during the reign of Constantine Brancoveanu (b. 1654 — d. 1714) or 
Altin Bey (“Golden Prince”), as he was named by the Turks, provided 
fertile ground for the reforms initiated by the new princes from Phanar. 
And with the founding of the two Princely Academies in Bucharest and 
Iasi, institutions with an important word to say in Romanian higher 
education,'” musical culture in all its forms was to gain an increasingly 
important position in everyday life at the courts of the local elites. 

But what is Phanariot music? It is a “worldly” musical repertoire, 
melancholy (,de inima albastra”) and non-religious (εξωτερικά 
aopata), that originated in the cultural milieu of Constantinople, and 
was brought to the Principalities by the musicians who arrived together 
with the Phanariot princes. Familiar both with the ecclesiastical music 
promoted within the Patriarchate and with Ottoman music, some of these 
were famous composers,’ and vocal and instrumental performers of 
the Seraglio. It was these remarkable musicians who inspired Romanian 
fiddlers and church singers to disseminate the so-called “worldly songs”, 
songs of love and revelry, at the courts of the princes and boyars, and 
in towns and cities. And just as ecclesiastical chant was adopted by the 
Romanian Lands in sign of unconditional respect toward the authority of 
Constantinople — the supreme liturgical centre of Eastern Christendom 
— so too Phanariot music was adopted by Romanian society beyond the 
Carpathian arc, in order to be like those in the Polis. For, as the saying 
of boyar Iordache Golescu (1768-1848), goes, “Fashion rules, fashion 
dictates, fashion makes you her slave.”'™ 

Any attempt to evoke Phanariot secular songs and repertoire 
reminds us of life in the two capitals of Wallachia and Moldavia, with 
their artisans’ quarters, markets and bazaars redolent of oriental tastes 
and fashions brought from the periphery of the western world. If we 
speak of Bucharest as the most faithful imitator of Constantinople in 
music, most foreign travellers who passed through the city on the banks 
of the Dambovita define the capital as a city of contrasts — village and 
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city, poverty and luxury, primitive architecture and buildings in the 
Constantinopolitan style — situated at the crossroads of civilisations and 
epochs. The interior of the houses was the first aspect that astonished. 
From the peasant chair and table to the oriental sofas, divans and 
mattresses, “on which the masters eat and sleep”, the boyar residences 
amazed foreigners with their atmosphere of perfumed idleness 
and “debauched revelry”.’ Sometimes, upon this mixture were 
superimposed western elements, such as European-style ball attire for 
the ladies, and English gardens, such as those of the Dudescu palace. 

It seems that the idea of good living and merriment was also 
shared by the Romanians. Nicolae Filimon, in his novel Ciocoti vechi si noi 
(Boyars Old and New), provides precious information about the musical 
atmosphere in the Bucharest of those times: 


“Its middle-class inhabitants, long used to the oriental life, a life full of 
idleness and poetry, in the summer gathered in the gardens of Breslea, 
Barbalata, Cismegiu and Giafer. There, each isnaf or paterfamilias laid 
out the meal, and together with wives and friends they would drink and 
eat. Then they would begin an ancestral ring dance (hora strdmoseasca) 
and other merry dances (...). When the fury of the dance had abated, 
the whole company would once again begin to drink beer and to eat 
(...). During all this time, the minstrels did not cease to play the fiddle 
or sing love songs full of sweetness, designed to create yearning and 
passion in the hearts of the listeners, or they would play dance tunes, 
gay and lively” .1” 


From the children of the boyars to the poor, passing through the 
middle classes, Levantine habits would monopolise almost all of daily 
life in the epoch of the Phanariots: 


“At a time when our boyars, garbed in Turkish large trousers (ceacsiruri) 
and surplices (anterie), sat in Turkish fashion, cross-legged on divans, 
sipping from filcans (felegeane) of coffee and puffing on the perfumed 
smoke of hookahs, when the conversation was mostly in Greek, 
sometimes in Turkish, when, along with so many oriental customs, the 
Turkish mehterhane, which entertained the populace of the capitals, had 
reached these parts, it should be no surprise that Greek and Turkish 
songs were fashionable not only in the boyar salons but also in other 


social strata of Bucharest” .1 
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As can be observed from this short preamble, the leitmotifs of this 
repertoire were generally the celebrated and mostly unrequited loves of 
high society, but not only. The poetry of Ienachita Vacarescu (b. 1740 -- d. 
1797), written, probably, for the Lady of Wallachia, Zoe Moruzi,'” that 
of Costache Conachi (b. 1777 — d. 1849), dedicated to Zulnia Negri, and 
that of Anton Pann (b. 1796 -- d. 1854), for the nun Anica, as well as that 
of other poets and people who were quite simply in love, are but a few 
examples expressive of the melancholy and intimate circumstances that 
their authors wished to reveal to the whole world. More than the Eros, 
they describe the sufferings and the flame of the love that consumed 
both the body and the soul of the sufferers: 


“Spune inimioara, spune / Ce durere te ripune / Arata ce te munceste / Ce 
boali te chinuieste? / Fa-o cunoscuta mie, / Ca sa-ti caut dohtorie! / Te γος, 
fa-mé a pricepe / Boala din ce ti se-ncepe.”1!° 


(Say, little heart, say / What pain afflicts thee / Reveal what torments thee, / 
What sickness afflicts thee? / Make it known to me, / Let me seek thy cure! / 
Please, make me see / Whence the sickness springs from thee). 


In this atmosphere of consuming love, the minstrels and their 
music were often not only the sons of the boyar class but also the 
bourgeoisie. Let us examine the excellent description given by Vasile 
Alecsandri concerning the effect of the Levantine musical repertoire on 
the inhabitants of Bucharest in the early nineteenth century: 


“The worldly songs were well received in particular, sometimes at 
meals, at weddings, at parties, in parks and in vineyards. Consequently, 
the [dutar (fiddler) class had gained great importance. The boyar fiddlers 
and kobsa players (cobzarii) competed with each other to compose the 
most various melodies and to emit the longest, most piercing sighs, in 
the service of their masters’ love, for they served at the time as a kind 
of secret courier for the heart. Declarations of love were made via their 
mouths. A drawn-out ‘ah!’ or ‘oh!’ paid bags of money at the beginning 
of our century and enriched the lucky fiddler (/dutar) who had a stout 
chest and deep lungs. Although it seems to us rather queer, such was 
the old custom and we have to respect it, especially given that it brought 
happiness to our parents and has preserved for us to this day the poems 


of the previous generation” .!!! 
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4.1. But who was it that composed and disseminated these lyrical-erotic 
creations of oriental flavour? In the first place the fiddlers (/autarii) - or 
the aldutari as they are called in contemporary documents. The /dutari 
were either freemen or, above all, gypsy slaves from the princely, boyar 
and monastery estates. Some of them were even Turkish, and came from 
the Danube rayas. Among these, not all were /dutari, but only those who 
originated from among the “bear leaders” (ursari)'"* and “vatrasi” (settled, 
rather than nomadic, gypsies),'’? because they had an innate facility and 
remarkable rapidity in acquiring this craft and in improvisation.’ To 
these must be added a percentage of singers and instrumentalists from 
among the serving girls of Constantinople, who were in the personal 
service of the ladies, as well as the south-Danube Christian and 
Ottoman mercenaries employed in the retinues of the princes. In any 
case, it seems that the /autari were much sought-after, not only at the 
courts of the princes and native boyars but also in the former capital of 
the Byzantine Empire, because around the year 1800 “the best lautari in 
Istanbul were gypsies from Wallachia” .'"° 

From the administrative point of view, the ldutari do not begin 
to organise themselves into a guild until the eighteenth century,'” as a 
reaction to the invasion of foreign musicians, in particular those from 
Western Europe. Until then, the local /autari had been subordinate to the 
Grand Provost Marshal (Armas) in Wallachia.'’* From the seventeenth 
century onwards, in Moldavia, the /dutari were subordinate to the 
Grand Hetman (hatman)'” or to an abbot appointed by a bishop or 
metropolitan.'”° 

As the princes and almost every boyar had at their court a taraf of 
Idutari (known as princely or boyar ldutari), the structure of the ensemble 
was flexible, and depended on the financial possibilities of their masters. 
The taraf was made up of at least three basic instruments: the violin, Pan 
pipes and kobza,”' (Ill. 4) and from the reign of Alexandros Hypselantes 
onward, the fambal would be added to these.’” Sometimes the taraf 
might include instruments of both Ottoman (mainly the tanbiir and 
keman)'* and western origin,“ and thus the taraf might number six,'” 
eighteen’*° or even twenty instrumentalists, such as was the case of the 
orchestra of celebrated boyar Dinicu Golesu (b. 1777 — d. 1830) at the 
beginning of the nineteen century.'”” 
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Illustration 4: 
The taraf (violin, Pan pipes and kobza) 


With regard to their names, contemporary documents are rather 
lacking in information, due to the shadow of quasi-anonymity under 
which these admirable musicians lived. It seems that the oldest aldutar 
attested in Wallachia was called Ruste, who lived during the reign of 
Mircea Ciobanul (the Shepherd, died 1559).128 In the Phanariot period 
there is mention of a “Dumitru lautar gypsy, called Tara” on 28 September 
1797 in the Scaune quarter of the city,’”” “Gheorghe Tiganu lautar” from 
the village of Tata in Dimbovita county,’ “Ene Lautarul” and “Niculai 
Lautarul”, both slaves at Nucet Monastery in the same county"! etc. 
Towards the end of the Phanariot epoch, among the most celebrated 
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Illustration 5: 
Ochi-Albi and his taraf. Painting by Carol Popp de Szathmary (1860) 


lautari of Wallachia were Dragan, Marinica, Dumitrache White-Eye (Ochi 
-Albi) (Ill. 5), Andreias of Puiu and Radu Ciolac of Bucharest, Stanica 
from Craiova and Dobrica from Ploiesti.’ Ion Ghika also mentions 
Petrache Nanescu, of whom he reports, “he composed the songs of the 
liutari from Scaune” during the time of Anton Pann.'° 

All these, whether gypsies or not, were never absent from the 
princely banquets and revels,'** the boyar weddings and the important 
public ceremonies.’ Sometimes, to earn a living or extra money, we 
find them performing in cafés, taverns and inns, at the crossroads of 
major commercial thoroughfares or in places where local markets 
were held. Their well-known musical mastery aroused the admiration 
of chroniclers and foreign travellers, and their “stagecraft” impressed 
not only the foreign but also the Romanian onlookers. An account to 
this effect is given by Constantin Obedeanul, who tells us that during 
their performance, the /dutari “inclined their body toward the part 
whence the sound of the instrument came, sometimes lifting their 
right or left leg depending on how they held the instrument, on the 
right or on the left, thereby simulating more feeling and expression 
and always bowing toward the master or the one to whom they were 
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singing, or towards some guest”.'°° They were just as well appreciated 
at princely weddings. Vasile A. Urechia tells us that at the wedding of 
Ienachita Vacarescu to Ecaterina Caragea, the most celebrated lautari 
in Bucharest performed,'” and in 1816, in the salons of court treasurer 
(vistiernic) lordache Roset Roznovanu, “many rounds of musicians” 
played at the celebration of his saint’s day, the Feast of St George, 
including the celebrated “taraf of Angheluta”. We cannot close this 
chapter without mentioning the taraf conducted by the famous Barbu 
Lautarul, who performed with the same Angheluta Lautarul on 
the evening of the feast of St Stephen (25 December) in 1816 at the 
residence of the Grand Hetman Costaki Ghika’** and of whose musical 
skill the German writer Wilhelm de Kotzebue has left us the following 
poetic description: 


“Strauss and Lanner live on in the memory of those who have 
listened to them, and German dance music did not fall silent on the 
death of these two virtuosi. But when the gypsy fiddlers Barbu and 
Angheluta played, then your feet moved to a different beat! Look 
at that wonderful band... Look at those swarthy, expressive faces! 
The jet black hair tossing wildly on every side, for the head assists 
in beating the rhythm; and not only the head, but also the eyes are 
always rolling, the corners of the mouth are moving and even the 
nostrils flare like a stallion’s on sighting a mare. Three or four play 
the violin, three or four draw a plectrum across the strings of the 
kobza, others blow furiously into Pan pipes, and another creates a 
harmony so unusual and so rousing that the young man must dance 
like it or not, the seated man lifts his legs to the rhythm and recalls his 
youth, when he held his darling in his arms, and the old man taps his 
toes a little and looks smilingly at the lively young folk.” 


And the author concludes: “And what is more, these gypsies have no 
idea about musical notes: they play everything by θαι ἢ 


4.2. Another important class of musicians that originated from the 
Levantine quarter and that promoted secular music were church 
cantors (οι ψάλτες). Eminently Orthodox, from the Byzantine branch 
of Christianity, and for the most part laymen, these fulfilled a well 
defined function within the Church of the Patriarchate, and were 
responsible for the secular or non-ecclesiastical repertoire promoted 
more often than not even within the Seraglio. 
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For the period under study and even before then,’ the 
musical manuscripts record a larger number of Greek composers and 
musicians than Romanians. One of the many leading figures in the 
Constantinopolitan musical world who came to the Romanian provinces 
with the Princes elected by the Sublime Porte was the sword bearer 
(spatharios) Iancu Malaxa, former kanonarchis in Constantinople, who 
arrived together with Prince Michael Gregorios Soutzou II (Ὁ. 1784 -- d. 
1864) to Iasi,‘ taking over the position of First Chanter at the prince’s 
court in 1819," and becoming the best known singer of Iasi. Besides the 
church chanting, he was famous as a chanende (singer) of secular music.'” 
He was accompanied on the tanbiir by the kaminarios Grigore Avram 
and on the ney by the cupbearer (paharnic) Andreas (Andricu) Vizantios 
(Vizanti) Terzi-basa,'* one of the virtuosi of this instrument, who would 
seem to have been the son of Gregorios Protopsaltes Byzantios.’° Along 
with Grigore Avram, it is also mentioned “Toader the Cup Bearer, 
grammarian to Andronaki Donici’, who together performed “the most 
beautiful manes, samaes, pesrevs and taxims with unprecedented skill.”""” 

Regarding the musical mastery of the celebrated chanende Iancu 
Malaxa, Romanian musicologist Teodor T. Burada relates the following 
episode: 


144 


“The old folk tell us that one day, at St George’s, lordaki Draghici the 
Vornic (i.e. high official at the princely courts) invited to lunch all the 
courtiers of Prince Michael Soutzou and according to the custom of the 
time when the boyars had sat down to the meal Iancu Malaxa began to 
sing the song Xopic pe πικρόν φαρμάκι (Without me bitter poison), the 
most requested and beloved of the time... His voice had such an effect 
on the boyars and especially upon the wife of Dumitrake Plagino the 
Postelnik that she swooned, interrupting the meal.” 


T. Burada also elucidates the reason for the incident: “The song 
sung by Malaxa had been composed by Dragoumanaki, a Greek boyar 
from Constantinople, on the occasion of the death of her daughter, 
the niece of the wife of Dumitraki Plagino the Postelnik, who died in 
Constantinople”.'* 

Other accounts of the melange of Levantine music at the boyar 
houses of the late eighteenth century mention Michael the private singer 
of Charalambos the Lord Steward (clucer),'” as well as an episode in 
which a monk had been invited to the home of Ienachité Vacarescu 
and on his arrival heard within an ensemble made up of “violins, ney 
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and tanbirs” and “sweet and piercing women’s voices”, upon which he 
decided to leave the place of temptation as quickly as possible.’ 

Alongside the Greek singers who promoted the Phanariot musical 
repertoire in the Principalities there were also Romanian ecclesiastical 
singers, among whom the name of Anton Pann is pre-eminent. lon Ghika, 
placing him at the head of the list, tells us that “Anton Pann, Nanescu 
and Chiosea — the son were the delight of the gardens of Desliu, Pana 
Breslea and Giafer” and that “Tancu of Ralité Muruzoaie, Barbucica of Tita 
Vacareski, the Barcanesti brothers, Costaki Faka and other young people of 
good breeding always invited them without fail’”.’* It is known that for the 
revelry of the inhabitants (petrecerea vietuitorilor), Anton Pann collected and 
published a series of delightful songs (cantece desfiitdtoare), a type of music 
to which he felt attracted, and which would be published with the title 
The Hospital of Love or the Singer of Yearning (Spitalul amorului sau Cintatorul 
dorului).' In the book there are four stylistic categories: folk music, songs 
influenced by Greco-Oriental music and the Byzantine melos style, songs 
influenced by European music, and Christmas carols and moral songs.'* 
The selection constitutes a unique document, in which the musical 
atmosphere of the Bucharest of the late-eighteenth and early-nineteenth 
century is reflected in the most authentic manner. The repertoire brings 
together a host of poetic and musical directions, songs old and new 
that circulated, in part, not only in Moldavia and Wallachia but also in 
Transylvania. In spite of the impression of great thematic variety, most 
of the songs are imbued with the oriental perfume of love poetry, with 
anacreontic allusions, echoes of Balkan folklore, Italian opera arias, urban 
ballads, and also native Romanian songs of peasant origin, including the so 
called “cantece de mahala’” (“songs of the artisans’ quarter”). The diversity 
demonstrates that Pann mastered all these registers in equal measure, and 
his biography, as much as it is known, confirms the astonishing facility 
with which the musician performed in the most surprising circumstances 
and contexts. Chanting or singing in bands of revellers, in the free and 
libertine ambience of the frequent wassails with lautari that took place in 
the Bucharest of that time, or collecting all kinds of songs from the [μία of 
the artisans’ quarter, from the fairs and soirées, Pann sang a motley music 
in which can be found outlawry refrains, semi-religious compositions, 
motifs from western music, and famous amours. 

George Sion, praising the innate musical talent and charismatic 
figure of his uncle in the Bucharest of the early nineteenth century, 
describes the best-known connoisseur of secular music of his day in 
Contemporary Memotrs: 
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“On summer evenings, my uncle would go outside with his tanbiir 
and play Turkish manes of the kind he had learnt in childhood in 
Constantinople. Not half an hour would pass before hundreds of 
people, passers-by or neighbours, would gather around the house to 
listen to that rapturous music, which only in the Orient can still be 
composed and heard with great pleasure, because my uncle possessed 
a wonderful baritone voice. One man alone there was in the Bucharest 
of that time who still knew oriental music, sacred and profane, as well 
as my uncle: that man was Anton Pann, who distinguished himself in 
that he knew how to write music and knew how to compose worldly 


songs that became popular” .' 


This memoir indirectly reveals one of the first-hand sources 
used by Pann in collecting his Hospital of Love: the profane music of the 
Constantinopolitan world. The Phanariot repertoire of lyrical songs from 
the mahala was known to him thanks to the manuscripts that circulated 
with great success in the Greek-speaking world and which disseminated 
this melos from as early as the latter half of the eighteenth century, but 
also due to the fact that he had been an apprentice alongside Dionysios 
Photeinos, who was schooled in the musical milieu of Constantinople. 
A more even dissemination of Phanariot music was achieved above all 
thanks to the three anthologies printed in Constantinople: Euterpe (1830), 
Pandora (1843) and Harmonia (1848). Pandora, for example, presents, 
alongside Greek and Turkish songs of a profane character, European 
songs from operas or popular compositions. As regards the literary 
content, such anthologies include cultured lyrics imbued with Modern 
Greek poetry. 

In conclusion, we are justified in seeing in Anton Panna Wallachian 
counterpart of the musicians of Constantinople who “collected” the 
works of many generations of eastern composers and whose work was 
inspired by the urban folklore of the former imperial capital, a folklore 
situated at the boundary between the spirit of the European world and 
Oriental sensibility. Even when he uses the texts of well-known poets, 
such as Iancu Vacarescu, Costache Conachi, or Grigore Alexandrescu,'° 
Pann gives as an argument his intention to disseminate their verses and 
to make them immortal: 


“Do not think that it was in order to take ownership of your poems 


that I have adjoined them to this book, bur rather I do so only to make 
them immortal, composing melodies for them, for the time being to 
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ecclesiastical notes, so that the modes shall remain unforgotten over the 
centuries, for which, in my opinion, I think you will not blame me. And 
if I do not signal the name of each under his poem, it is not my fault, 
but that of those who like to plagiarise and in place of the poet’s name 
undersign their own to fool the credulous.” 


4.3. Who was it that wrote the texts of these lyric songs from the Phanariot 
manuscripts and musical collections? In the first place, Levantine 
intellectuals, be they poets, diplomats, physicians, officers, Phanariot 
nobles of varying education, clerics, those close to the princely families, 
and even the princes themselves. 

One of the most important names among the poets whose 
verses Phanariot composers set to melancholy music (“inima albastra’”) 
— and in effect the most important poet of the time -- was Athanasios 
Christopoulos of Kastoria (b. 1772 — d. 1847).° Born in Greece, but 
educated in Bucharest, Budapest and finally at the celebrated University 
of Padua, Christopoulos was to settle at the courts of the Danubian 
princes, becoming a kind of adviser and publishing a significant number 
of books.’” Nikephoros Kantouniarés (b. c. 1770 -- d. c. 1830), one of the 
most representative composers and collectors of Phanariot music in Iasi, 
is the one who uses his poems in most of his pieces. 

To these can also be added nobles, such as the ¢elebi (gentleman 
in Turkish) Theodoros Negris (b. 1790 — d. 1824), a Phanariot polyglot 
who lived in Bucharest and who for a time occupied the post of chargé 
d affaires of the Sublime Porte at the Turkish Embassy in Paris’** (MS 784, 
f. 146v, 147r), Alekos Balasidis (MS 1428, p. 346), as well as other minor 
poets, such as Iakovos Roizos Neroulos (Ὁ. 1778 — d. 1850), an officer at 
the courts of the Phanariot nobles. Sometimes, the musical manuscripts 
record poems by leading intellectuals from the Principalities, such as the 
case of poems by Alexander Sophianos (MS 1428, p. 250) and Demetrios 
Govdela the Philosopher (MS 1428, p. 349), both of them professors 
at the celebrated Princely Academies in Bucharest and Iasi,’ but also 
churchmen such as Manuel of Galipoli, “upon his kind request” (MS 
1428, p. 269). 

One of the most interesting figures among the Greek dignitaries 
preoccupied with the Phanariot musical repertoire was former postelnik 
(= boyar of the privy chamber)'®” Georgios Soutzou (b. 1745 -- d. 1816), 
uncle of the Prince of Moldavia, Michael G. Soutzou II. His lyrics include 
numerous poems in Greek, as well as in Turkish (but written in the 
Greek alphabet, the so-called karamanlidika), for some of which he even 
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composed music (see, for example, MS 784, f. 1r, 161v). Appreciated by 
literary critics as an amateur in music and literature,'*! Georgios Soutzou 
provides a good example that throws into especial relief the relationship 
that existed between Greek musicians and nobles in the Phanariot period 
in the Danubian Principalities. Nikephoros Kantouniareés, the celebrated 
arch-deacon of Antioch who taught at the school of Byzantine music at 
Golia Monastery in Iasi recorded a part of his musical compositions, 
considering himself to be at the same time a “pupil of this poet” (MS 1428, 
Ῥ. 339). One of the most representative compositions in the repertoire of 
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this noble Phanariot, one deserving of mention here, is a beste (Tt μεγάλη 
συμφορά — What a Great Misfortune) written in the makam nisaburek mode, 
and composed at a tragic moment in his life, “at the event of the death of 
his much beloved daughter” Ralu, the youngest of his five children (MS 
74, f. 168r and MS 1428, p. 16) (III. 6). 
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In parallel, we can also observe the preoccupation of Romanian 
intellectuals with writing lyrical texts of Phanariot inspiration. Nicolae 
Iliescu (MS 784, f. 69v, 81v, 91v; MS 1428, p. 34) is a good example, for, 
as a graduate of the Princely Academy in Bucharest, he had a good 
knowledge of Greek and, at the same time, was probably quite familiar 
with the Neogreek poetry that was widely spread in the Principalities.’° 

The local boyars were another segment of society much 
preoccupied with the literature of love. As we have mentioned above, 
the boyars had their own singers, with whom they “spent the day in 
Cismigiu Park ... on the green grass, and as the moon rose, they would go 
with guitars and with flutes to serenade under the windows of beautiful 
maids and wives”.'® It is also lon Ghika who tells us that Gregory Ghika, 
on hearing Nicolae Alexandrescu sing, “took him into his home, rode 
with him in his barouche in front, to sing him worldly songs”.'** With 
the increasingly deeper penetration of oriental musical culture into urban 
folklore, Levantine collections of love songs (the so-called mecmu‘a) were 
joined by the compositions (translations and imitations) of local poets, 
such as the Vacarescu dynasty of boyar scholars (Ienachita and Alecu), 
Constantin A. Rosetti, Costache Conachi the Chancellor, loan Cantacuzino, 
et al., as well as anonymous authors. The boyar Alecu Vacarescu (b. c. 
1767 — d. 1799) confesses that he was among the first to compose worldly 
songs for the Bucharest ldutari around 1795, to be exact a little book with 
“a few Greek and Romanian verses, which I have composed myself’,'® 
and Ovidiu Densusianu says that the boyar in question composed his 
poems “at parties full of passion and sweetness”.'® Nicolae Iorga tells us 
that a poem by Ienachita Vacarescu, probably in Turkish, circulated to an 
Ottoman melody (“an aria of Hassan’).'° 

In conclusion, the lyrical literature of love written by these 
Moldavian and Wallachian poets combines motifs from universal poetry, 
old and new. It is a literature situated at the intersection of worldly songs 
and urban literature.’ 


4.4. Who are the authors that composed and notated the Phanariot 
musical repertoire from the Principalities and beyond? Apart from a few 
noble names, the Greek or Romanian literati and dignitaries mentioned 
above, the musical manuscripts written and disseminated within the 
Principalities, Istanbul and Greece record eight Greek composers of 
Phanariot music, most active as chanters and composers of ecclesiastical 
music within the Patriarchate in Constantinople: Petros Lampadarios 
Peloponnesios (b. 1735 — d. 1778), the Patriarchal Precentor, but also the 
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most prolific composer, who wrote around one third of the Phanariot 
musical repertoire (approx. 102 compositions); Iakovos Protopsaltés (b. 
1740 — d. 1800), with eleven compositions; Petros Byzantios (b. 1760 -- 
d. 1808) (ten compositions), an apprentice in Ottoman music of Ismail 
Dede Efendi (b. 1778 — d. 1846), the most famous Turkish musician (royal 
chanende) of the early nineteenth century; Gregorios Protopsaltés (b. 1778 
—d. 1821), a great composer of Byzantine ecclesiastical music and lover of 
Armenian church music; Ioannes Trapezountios Protopsaltes (b. c. 1736 
- α. 1771}; and Manuil Byzantios (b. mid-eighteenth century — d. 1819).'® 

It is self-evident that these composers were financially dependent 
upon the goodwill of the Patriarch of Constantinople or other ecclesiastical 
authorities, a goodwill that could be “ecumenically” extended to 
princes, boyars, Phanariot nobles and high society from the two capitals. 
The proof is that many composers dedicated to them numerous pieces: 
Gregorios Protopsaltes, the head singer of Constantinople, dedicates a 
prayer (polychronion), encomiastic verses and secular songs to Michael 
Soutzou, the Prince of Moldavia (Gr. MS 370, BARB, f. 147v; Rom. MS 
2238, BARB, f. 13r, 17v, 211), loannes Protopsaltés Precentor of the Greek 
Patriarchate (1738-1769) dedicates this type of laudatory literature to 
Samuel Chantzeri, Patriarch of Constantinople (1763-1768 and 1773- 
1774; Gr. MS 784, f. 20r), Iakovos Protopsaltes dedicates the same type of 
secular music to Prince Nicholas Mavrogenis (1738-1790; Gr. MS 784, f. 
521: προς τον avOévtn Mavpoyévn; MS 1428, p. 257), but also Patriarch 
Gerasimos of Cyprus, calling him “my spiritual father” (MS 1428, p. 
109) etc., Nikephoros Kantouniares writes a song “in praise of the Right 
Reverend Lord Gregorios of Eirinoupolis, abbot of Golia monastery, 
Iasi” (MS 1428, p. 347), and the examples can go on. Sometimes, 
Constantinopolitan composers do not flinch from dedicating works of 
an encomiastic character, if need be, even to the Sultan. 

In the Romanian Lands, however, the most important chapter in 
Phanariot and Ottoman musical history will be written by Nikephoros 
Kantouniares, whom we have mentioned above. Born on the island 
of Chios and schooled in Constantinople under the patriarchal cantor 
(psaltés) Iakobos Protopsaltes, Kantouniareés was a Greek polyglot (he 
spoke Turkish, Arabic, and maybe Romanian, French and Italian), an 
important psaltés, and a composer of both ecclesiastical and secular 
music, a pedagogue, scribe, and exegete. After first working in 
Damascus and Constantinople, he settled in Iasi around 1814, where 
he was based at Golia Monastery, employed as a full-time psaltes, and 
taught Byzantine music in the Holy Metropolitan Church. He was on 
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friendly terms with the Metropolitan of Moldavia, Veniamin Costake (b. 
1768 — d. 1846), to whom he dedicated a number of religious pieces, but 
his major contribution was a remarkable collection in the Arabic/Persian 
Ottoman tradition, which can be classified in three main categories: a.) 
settings composed at his initiative, using works of several Greek poets 
of his time, b.) settings produced at the request of Phanariot noblemen 
and high authorities, c.) settings in which both music and text are by 
Nikephoros. We can conclude that Kantouniarés was the only Greek 
musician in Romania to compose collections of secular songs, using both 
the Greek alphabet (karamanlidike) and Byzantine musical notations.'” 


4.5. As regards the languages in which the collections of secular music 
were written, including those of Kantouniares, it can be said that the 
repertoire is mixed, with Greek verses mixed with Turkish, Arabic and 
Romanian. Another phenomenon ascertained in the musical documents 
is the emergence of compositions of western influence, written either in 
Italian (ItaAtkov, MS 784, f. 81v; III. 7) or French language (Γαλικόν, MS 
784, f. 93r; Ill. 8), probably as a result of the greater openness toward 
Europe on the part of the nobles of the Principalities, especially after the 
French Revolution of 1789. Sometimes, the manuscripts also disseminate 
a repertoire with gypsy texts (MS 925, f. 27).'”’ Greek accounts for the 
greatest percentage, although sometimes certain poems are translated 
from the Ottoman repertoire, such as “the verses from a Turkish poem 
written by Sultan Selim (Selim III, b. 1761 -- d. 1808) at his downfall, 
translated and set to music by someone unknown” (MS 1428, p. 348 and 
MS 129, Anthology of secular songs, dated 1813, Metropolitan Church 
Library of Moldavia and Suceava, Iasi; Ill. 9). 

Another interesting element that the musical manuscripts reveal 
relates to the compositional technique of Phanariot lyrics. It is known 
that the acrostic was fashionable in this period, and so we find a host of 
songs composed using verses written using this technique. Acrostics of 
the Panagiotaki, Eufrosini, Tarsitza, Sofita, which were probably dedicated 
to Greek women, are accompanied by others, such as Marioara, Victorita 
or Alexandra, dedicated to Romanian women. Who were the love-struck 
poets that composed these verses? With certainty, they were both Greek 
and Romanian noblemen. 
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After A. Hypselantes launched a war against the Turks on 6 
March 1821, the history of the Romanian provinces and of the Phanar 
Greeks was to change considerably. The reaction of the Turks from 
Istanbul would culminate in the ostracism of the Greeks and the murder 
of Patriarch Gregorios V on the Night of the Resurrection in 1821, and 
in Iasi and Bucharest there was to be a gradual abandonment of all 
that signified oriental tradition, including music. The mehterhdéne and 
Ottoman music would disappear, giving way to modern brass bands of 
the European type, and the Phanariot repertoire of love would battle for 
the supremacy it had held for more than a century with chansonettes, 
waltzes and mazurkas imported to the Principalities by Italian and 
German troops. 

We may thus speak of the end of an era with its own special 
perfume and fascinating history, when the princely and boyar courts 
were the stage-set for the felicitous encounter of not only the most 
important musicians of the Orthodox and Muslim Orient, but also the 
most varied styles and genres of European and Oriental music. 
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Dionysios PHOTEINOS (MORAITES)* 

(b. 1777 — d. 10 Oct 1821) 

Photeinos was born in Achaias, Palaias Patras of Peloponnesus — Greece. 
He studied Byzantine music with his father Athanasios (personal 
physician of the sultan Abdul Hamit [1 spring of 1789] and Domestikos 
of the Great Church of Constantinople), and then at the Patriarchal 
School in Constantinople as apprentice of Iakobos Protopsaltes (+ 1800) 
and Petros Byzantios Fygas (t+ 1808). In 1797 he attended the courses 
of the Imperial Academy in Bucharest. He was a tambour, keman and 
piano player. 

He taught Byzantine Music at Caldarusani Monastery (1797 — 1809), then 
in Bucharest (1809 — 1816), and as a pedagogue he trained and qualified 
two of the most important personalities of the Romanian ecclesiastical 
music: Anton Pann and Bishop Chesarie of Buzau. Photeinos died in 
Wallachia in 1821. 

As a historian, musician, cantor (psaltes), exeget, scribe, pedagogue, 
painter and poet, Photeinos was one of the representatives of the last 
generation of Byzantine learned scholars whom the Balkan emigration 
high tide had established in Wallachia in 1796 -- 1797. His valuable 
historical, literary and musical works, as well as the political — 
administrative positions he held (βατάφος tov Διβανίου, ισπράβνικος 
— νομάρχης, μεγάλος σερδάρης) made Photeinos to be considered as 
one of the most significant learned men and Greek authors who had ever 
lived in Wallachia. Although being Greek, and animated as almost all 
of his conationals by the Hellenic Renaissance idealism, he was a close 
friend of Constantin Filipescu, head of the National Party that played 
against the Phanariot trend, the one to whom he was going to dedicate 
Neon Doxastarion written in Bucharest in 1809. 

Known mainly as a historian, Photeinos left behind a musical work 
which covers the most important ceremonies of the Byzantine Offices. 
This consists of The New Anastasimatarion, The New Doxastarion, Triodion, 
Penteékostarion, Anthology (Koinonika, Cherubic Hymns, Doxologies s.a.) 


* THE CANTERBURY DICTIONARY OF HYMNOLOGY, UK 
(forthcoming) 
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and a treatise Theoretical and practical didaskalia on the written church music, 
especially composed for tambour and keman instruments (lost today). 

The semiography used is a transition one towards the Chrysantine 
notation and the style of his musical creations is close to the 18th century 
Constantinople composers’ style. The majority of his works have been 
interpreted in the ,, New Method” of Byzantine notation by his apprentice 
Anton Pann, but also by Gregorios Protopsaltés, Iosif Naniescu, Macarie 
Hieromonk, and Visarion Protopsaltes, being published in Romanian 
and Greek languages. His music circulated, with very few exceptions, 
only in the Romanian space, both in Romanian and in Greek languages, 
in the new and old ,,Method” of Byzantine notation. The Romanian 
translations of his Anastasimatarion, Doxastarion and a part of the 
Anthology constituted the basic repertoires used in the Romanian schools 
of ecclesiastical music at the beginning of the 19th century. 

Some of his autographic manuscripts: MS 185 Library of Romanian 
Patriarchy, year 1809, Livre de musique (Neon Doxastarion, Triodion, 
Pentekostarion, Neon Anastasimatarion); MS 767 Library of Romanian 
Academy in Bucharest (BAR); MS 778 (fragments) BAR s.a. 
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BOOKS PUBLISHED 


5. 


Historia tés palai Dakias ta nyn Transylvanias, Blachias kai Moldavias 
(GENERAL HISTORY OF DACIA, OR TRANSYLVANIA, 
WALLACHIA COUNTRY AND MOLDAVIA), tom. I- III, 1818 -- 
1819, Vienna. Vol. IV in manuscript. 

Istoria generala a Daciei, sau a Transilvaniei, Terei Muntenesci si 
a Moldovei, tom. I — III, 1859 — 1860, Bucharest. Translation by 
George Sion. 

Neos Erotokritos, para D. Photeinou, tom. I — II, 1818, Vienna 
(The New Erotokritos by D. Photeinou). 

The New Docsastar (in Romanian), tom. I, 1841, tom. II — ΠΙ, 1853, 
Bucharest. 

The New Anastasimatar (in Romanian), 1854, Bucharest. 
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Niképhoros KANTOUNIARES (NAUTOUNIARES)* 
(b. c. 1770 -- d. c.1830) 


Born on the island of Chios, Greece, Kantouniarés undertook a musical 
apprenticeship in Constantinople under the patriarchal cantor (psaltés) 
Iakobos Protopsaltes (d. 1800). He spoke Greek, Turkish, Arabic, and 
maybe Romanian, French and Italian. 

Kantouniares was an important psaltes, a composer of both ecclesiastical 
and secular music, a pedagogue, scribe, and exegete. As archdeacon of 
Antioch, Kantouniarés was active in Constantinople, Damascus and 
Iashi, the capital of Moldavia. In the early 19th century (1814) he was 
based at Golia Monastery, Iashi, where he was employed as a full- 
time psaltés and taught Byzantine music in the Holy Metropolitan 
Church. His most important students included Visarion Protopsaltés, 
Sophronios, Dimitrios Lampadarios, Antonios Photeinos, Nikolaos 
Morouzés, Eustathios etc. 

He was a friend of Moldavia’s Metropolitan Bishop Veniamin Costache, 
a man of letters and a music lover, to whom he dedicated praises 
and religious chants such as the polyeleos Douloi Kyrion, Anoixantaria 
heirmologika etc.. Kantouniareés also composed chants for Vespers (chants 
for regular Saturdays [Oktoechos], Great Lent [Triodion], Pentecost 
[Pentekostarion], the feasts of Jesus Christ [Despotikai], the Virgin Mary 
[Theometorikai], the Great Saints etc.), Matins (8 polyeleoi Douloi Kyrion, 
five series of Laudations [Pasa pnoé], five series of Gloria [Doxologia] etc.) 
and Holy Liturgy (23 Cherubic Hymns, the Marian troparion Axion estin 
hés alethés [It is truly right —3 items], 14 Sunday Koinonika, 19 Communion 
Hymns for various feasts of the ecclesiastical year etc.). Kantouniarés’ 
ecclesiastical compositions also include a series of five kratémata (for St. 
Dimitrios, the Archangels, St. Panteleimonos [2 items], the Ascension), 
4 callophonic heirmoi, three mathemata (two for the Easter office [Anasta 
o Theos, Anastaseos Imera] and one for St Paraskevi), 7 Christian — Arab 
hymns in Greek transliteration, a series of acclamations to Virgin Mary 
(megalynaria), alphabetic acclamations for the feasts of Candlemas, a 
polyeleos for Cheese Sunday (By the river of Babylon) etc. 


*THE CANTERBURY DICTIONARY OF HYMNOLOGY, UK 
(forthcoming) 
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The Anoixantaria heirmologika was his only composition to be transferred 
into the “New Method” of Byzantine notation by Georgios Paraskiades 
Byzantios, the first chanter of the Metropolitan Church in Iashi. 
Kantouniares’ music settings in the Arabic/Persian Ottoman tradition 
can be classified in three main categories: 

a. settings that have been made at his initiative using works of several 
Greek poets of his time, 

b. settings that have produced at the request of Phanariot noblemen and 
high authorities, 

c. settings in which both music and text belong to Nikephoros. 

As scribe he copied 27 laic songs in Turkish (12), Arabic (8), French (4), 
Greek (2) and Italian (1). We can conclude that Kantouniarés was the 
only Greek musician in Romania to compose collections of secular songs, 
using both Greek alphabetic (karamanlidike) and Byzantine musical 
notations. 

Kantouniares was one of many Greek musicians who emigrated 
from the Christian Orient to Romanian Principalities; others include 
Agapios Paliermos, Dionysios Photeinos, Gregorios Protopsaltés, Petros 
Byzantios and Petros Ephesios etc.. These men played a fundamental 
role in the practical teaching of sacred music in Romania. 

His autograph manuscripts are: Xéropotamou, Mount Athos: no. 295 
(Doxastarion, beginning of the 19th century), no. 299 (Anthology, ca. 
1810), no. 318 (beginning of the 19th century); Vatopedi, Mount Athos: 
no. 1396 (Kalophonikon Heirmologion, dated 1812), no. 1426 (Anthology — 
Hierographike Harmonia [Hierographic Harmony], dated 1806 — 1808), no. 
1427 (Anthology — Hiera Apéchémata [Sacred Intonations], dated 1810), no. 
1428 (Melpomeneé, dated 1818), no. 1429 (Anthology — Terpsichorés paignion 
[Play of Terpsichore], dated 1818), no. 1430 (Doxastarion — Heirmologion, 
dated 1812); the “Melpo Merlier” Musical Folklore Archives, Centre of 
Asia Minor Studies, Athens: MS R1 (Anthology, dated 1814 — 1816); the 
National Library in Bucharest: no. 17.476 (Anthology of ecclesiastical 
chants, dated 1820); The Romanian Academy Library in Bucharest: no. 
784 (Anthology of secular songs, beginning of the 19th century); the 
Metropolitan Church Library of Moldavia and Suceava, Iashi: no. 129 
(Anthology of secular songs, dated 1813). 
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THE ANASTASIMATARION OF DIONYSIOS PHOTEINOS 
(1777 -- 1821)" 


A. INTRODUCTION 


Among the great cultural personalities of his time (Nicolae Milescu the 
Chancellor, Dimitrie Cantemir, lenachita Vacarescu et. all.), Dionysios 
Photeinos (Διονύσιος Pwtetvdc) was one of the outstanding Greek 
musicians who took up his abode in Wallachia at the beginning of the 
19th century.' He belonged to ‘the last generation of Byzantine scholars 
whom the flow of Balkan civilization had brought into Romanian land’ 
According to his own words, Dionysios Photeinos was born in 
Patras — Peloponnesus in 1777.° In Constantinople, his father, Athanasios 
Photeinos, was both the personal physician of the sultan Abdul Hamit* 
and a well known psaltakis (ψαλτάκης)." After the death of the sultan, 
about 1789, his family returned to Peloponnesus where Athanasios had 
important estates° and Dionysios who was 12 years old at the time, 
prepared to leave again ‘for Constantinople to continue his studies’ .’ 


* Acta Musicae Byzantinae, vol. IV, May 2002, The Byzantine Studies Centre, Iasi, 
pp- 99 -- 109. 

1. Victor PAPACOSTEA, “Vietile sultanilor. Scriere ineditaé a lui Dionisie 
Fotino”, essay published in Idem, Civilizatie romaneascd si civilizatie balcanicd, Ed. 
Eminescu, Bucharest (1983), p. 431. 

2. Ibid., p. 431. 

3. On page 324 of his Anastasimatarion (Νέον Ἀναστασιματάριον), completed 
in 1809, Dionysios PHOTEINOS wrote: ,, τῷ AB’ ἔτος τῆς ἐμῆς ἡλικίας (in the 
32nd year of my life); quoted from Victor PAPACOSTEA, “Date noua despre 
viata si opera lui Dionisie Fotino”, a study published in the work Civilizatie 
romaneasca..., p. 465. 

4. Elie PHOTEINOS [HAtac Φωτεινός], Σημειωματάριον "τῆς ἐμῆς καταγωγῆς, 
/ καὶ σταδίου τῆς ζωῆς / πρὸς γνῶσιν τῶν μετὰ χρόνων / ἡμετέρων ἀπογόνων 
p. 3:, Ἡ μήτηρ μου, ὀνομαζομένη Πασχαλίτσα [πρόκειται περὶ τῆς ἀδελφῆς 
του Διονυσίου Pwtetvov], ὁμοίως εἶχε πατέρα τὸν Ἀθανάσιον Φωτεινὸν ἀπὸ 
Νεζερὰ τῆς Πελοποννήσου, ἐπίσημον ἰατρὸν τὸν Σουλτᾶν Χαμίτη ...”, in 
Victor PAPACOSTEA, “Vietile sultanilor...”, p. 437, footnote 32. 

5. Elie PHOTEINOS, op. cit., p. 3: ,,... όστις ἐεπωνομάζετο Kat Καρδάσης, 
καὶ Ψαλτάκης, καὶ Πολιτάκης, διότι εἶχε διατρίψει χρόνους ἱκανοὺς εἰς 
Κωνσταντινούπολιν, καὶ ἦτο εἰδήμων τῆς ὀθωμανικῆς διαλέκτου, καὶ 
ἐπρόφερε συνεχῶς τὸ καρδάσι καὶ τῆς μουσικῆς ἐπιστήμης, ψάλλων 
πάντοτε εἰς τὴν ἐκκλησίαν“, in Victor PAPACOSTEA, “Vietile sultanilor...”, 
p. 437, footnote 33. 

6. Elie PHOTEINOS, op. cit., p. 5. 

7. Ibid., p. 5: ,διότι ὁ υιός τῆς Διονυσιος, ὁ θεῖος μου, εἶχεν ἀναχωρήσει διὰ 
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We do not know exactly when he left the Patriarchal School 
in Constantinople or the Peloponnesus in order to settle in Wallachia. 
In addition to other data, there is also a statement by the author in 
the Ἱστορία τῆς πάλαι Δακίας ta νῦν TpavovAfaviac, BAaxiac Kai 
Μολδαβίας (General History of Dacia, or Transylvania, Wallachia Country 
and Moldavia, vol. 1 — Ill, Vienna, 1818 — 1819)* referring to the fact that 
he was in the country about 1800: ’... after my 18 years experience in this 
country ...’.° 

Throughout this time he proved to be an excellent historio- 
grapher, painter and exquisite poet but above all a very talented musician 
who taught ‘young theologians and church singers’ at the Monastery of 
Caldarusani (1800 — 1809) and later in Bucharest (1809 -- 1816).'° As a 
pedagogue, he trained two of the greatest proponents of Romanian 
Byzantine music — Anton Pann (t 1854) and Bishop Chesarie of Buzau 
(+ 1846). 

He passed away on October 10, 1821 and was buried ‘with a great 
funeral procession in the Church of the Saints in Bucharest." 


B. THE MUSICAL OEUVRE OF DIONYSIOS PHOTEINOS 


Just like his father Athanasios (a well-known psalm singer in the Phanar), 
Dionysios may have begun his musical training at home. Later, at the 
Patriarchal School in Constantinople he continued to study this art under 
the guidance of two great teachers, Iakovos Protopsaltes (+ 1800) and 
Petros Byzantios (+ 1808). In the words of Anton Pann, his close apprentice: 


‘Far I have spoken about the writers of music that I know only by their works. 
Thus it is time to speak about those still alive in my time. First of all about my 
good Teacher, the Serdar Dionisie Fotino, born in the city of the Peloponnesus 
— Palea Patra. He came over and settled in Bucharest where he wrote The 
History of Wallachia in three volumes, a rhymed Erotokritos” and other 
original poems, showing his qualities as Historian, Poet and Rhetorician. 


Κωνσταντινούπολιν, ἵνα σπουδάση ...”, in Victor PAPACOSTEA, “Vietile 
sultanilor...”, p. 437, footnote 36. 

8. Vol. IV in manuscript. 

9. Dionysios PHOTEINOS, Ἱστορία τῆς πάλαι Aakiac... 

10. Gheorghe C. IONESCU, Lexicon al celor care s-au ocupat cu muzica bizantind pe 
teritoriul Romaniei, Ed. Diogene, Bucharest (1994), p. 138. 

11. Elie PHOTEINOS, op. cit., p. 8. 

12. Neos Erotokritos, para D. Photeinou, tom. I -- IL Vienna (1818), (The New 
Erotokritos by D. Photeinos). 
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Concerning the art of Church Music he acknowledges his debt to his teachers 
Iakovos Protopsaltes and Petros Byzantios whom he also imitated.’' 


He seems to have been a refined connoisseur of oriental as well as 
occidental music: ‘He was extremely skilful with the Drum and the Keman 
and he even played the Piano forte’ .'* The same Anton Pann who asserts he 
also wrote a musical treatise — ... The Theoretical and Practical Didascalia 
for Church Music (especially for drum and keman) ...’,’° lost today. 

The most important musical works that Dionysios Photeinos left 
to Byzantine culture are grouped ina volume entitled Livre de musique. In 
1944, the manuscript was in the archive of the Photeinos family, namely 
to that of Dr. Elie Photeinos (a great-grandson of the musician). It consists 
of 491 pages of which 54 are blank (I-VIII, 329-343, and 464 — 491)."° 

Here is the content of the manuscript according to Victor 
Papacostea: 1. Greek MS, 19th century (1809), written “τῷ AB’ ἔτος τῆς 
ἐμῆς ἡλικίας — Νέον Ἀναστασιματάριον — p. 324); 2. pp. I-VIII: white 
pages; 3. pp. XI-XIII: preface dedicated to the great treasurer (vistiernic) 
Constantin Filipescu; 4. A page containing a dialogue in verse between 
the author and the book; 5. pp. 1-220: “Δοξαστικάριον véov” containing 
all glories of the feasts of the year, composed in the meditative style, with a 
good rhythm and phtoric by myself, I, Supervisor Dionysios of Old Patras of 
Achaea, Chief Treasurer, to My Lord Constantin Filipescu, my Protector and 
Benefactor. Given in Bucharest of Wallachia in the year 1809, the month of 
September, that of Saint Simeon the Pillar-Like (AOZAXTIKAPION NEON, 
περιέχων ἅπαντα TA τῶν ἑορτῶν τοῦ ἐνιαυτοῦ δοξαστικά. Συντεθὲν 
καθ’ ὕφος ἐννοηματικόν, εὔρυθμον καὶ φθορικόν. Παρ’ ἐμοῦ Διονυσίου 
Βατάχου, τοῦ ἐκ Παλαιῶν Πατρῶν τῆς ἐν Πελοποννήσῳ Ἀχαΐας, 
πρὸς χάριν τοῦ πανευγενεστάτου TE καὶ περιφανεστάτου Ἄρχοντος 
Μεγάλου Βεστιάριου Κυρίου Κυρίου Κωνσταντίνου Φιλιππέσκου, 
τοῦ εὐμενεστάτου μοι καὶ εὐεργετικωτάτου. Ἐν Βουκουρεστίῳ τῆς 
Οὐγγροβλαχίας τῷ αωθ΄. Μην: Σεπτέμβριος εἰς τὴν α᾽΄-ἢν τοῦ Ἁγίου 
Συμεὼν tov στυλίτου); 6. pp. 221-293: Τριώδιον; 7. pp. 294-323: 


13. Anton PANN, Bazul teoretic si practic al Muzicii Bisericesti, Bucharest (1845), 
pp. XXV-XXVI. 

14. Ibid., p. XXVIL, footnote 1. 

15. Ibid., p. XXVIL 

16. Victor PAPACOSTEA, “Date noua...”, p. 464. As far as we know this is 
the most elaborate study on Dionysios PHOTEINOS as a musician. This MS, 
discovered by V. PAPACOSTEA in the archive of Elie PHOTEINOS, will supply 
most of the data quoted in the present essay. 


93 


Nicolae GHEORGHITA 


Αναστασιμάριον νέον (p. 323: Τέλος τῷ δὲ Θεῷ δόξα); 8. pp. 325-328: 
table of content (musical pieces for every month, according to the 
month); 9. pp. 329-343: white pages; 10. pp. 344-456: Αναστασιμάριον 
νέον — Ta ἕνδεκα ἰδιόμελα ἑωθινὰ, at the end of them, Dionysios ‘make a 
short characterization of his musical genre’: 


Tode ὑπάρχει σύνθεμα, ἐμοῦ Διονυσίου 

ἐκ τῶν Πατρῶν τῆς Πόλεως, τοῦ Πελοποννησίου, 
ὅπερ πρὸς χάριν γέγονε, τῶν φιλομούσων μόνων, 
οἵτινες κρίνουσιν ὀρθῶς καὶ νόημα καὶ τόνον. 

Τὸ ὕφος ἔχει σύντομον, εὐρύθμους τὰς συνθέσεις, 
τὸ μέλος κατὰ νόημα, μὲ φθορικάς τε θέσεις. 
Μανθάνειν ἔξεστι λοιπόν, λογίοις καλοφώνοις, 
ἀλλ’ οὗ τοῖς ἀμαθέσι δέ, ἅμα καὶ κακοφώνοις. 
Καὶ ἔστω εἰς μνημόσυνον, τοῦ φιλομούσου ὄντως, 
αἰτίου τε καὶ προτρεπτοῦ καὶ HOU τοῦ κοπιῶντος. 


11. pp. 464-491: white pages. 


The Anastasimatarion and the Doxastarion were translated into 
Romanian and published by Anton Pann. These important volumes 
are accompanied by other works: cherubica, koinonika, and doxologies 
etc., works that enjoyed a great popularity in the Romanian countries 
throughout the entire 19th century. 


Γ. ANAZTAZLIMATAPION - 1809 


We have presented some information about the musician Dionysios 
Photeinos because on the one hand, very few things are known about his 
personality and on the other hand, because the understanding of a type 
of exegetic analysis for the New Anastasimatarion would not be possible 
without these historical considerations. 

At this moment nothing is known about the manuscript Victor 
Papacostea refers to in 1944. It may have been lost or estranged. In 
1975, Professor Nicu Moldoveanu found another Anastasimatarion 
belonging to Photeinos in the Library of the Romanian Patriarchate but 
this disappeared as well. Moreover, even Anton Pann, the apprentice of 
Dionysios Photeinos, foreshadowed the uncertain faith of these works 
in the preface of the New Anastasimatarion, translated and published in 
Romanian in 1854: 
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‘,.. this Anastasimatarion, being composed after the old system by the Serdar 
Dionisie Fotino about 1809, ... was taught to young people until 1816” and 
“ ... the Greek Anastasimatarion burned in 1847 in the Church of Saint 
Dimitrie; and the Romanian one remained waiting for someone who wanted 
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What we know for certain is that in spite of the hard times these 
anastasimataria went through, there are still two manuscripts, one in the 
old notation and the other in the new one, with an exegesis made by 
Anton Pann himself, i.e.: a. Greek MS 1310, B.A.R. (dated 1809); 6. Greek 
MS 741 (527), B.A.R. (dated 1853 -- 1854). 

In order, we present the content of the two manuscripts and 
the analysis made of some exegesis formulae (theseis) in the Romanian 
tradition of Anton Pann structured in the authentic and plagal modes. At 
the same time, the study will be combined with the formulae given by 
the reformist tradition of 1814. 

1. Greek MS 1310, B.A.R. (dated 1809) -- 92 f.; 26 x 17 cm; F Ir: 
Ἀναστασιματάριον νέον, σύντομον, εὔρυθμον, Kai κατὰ νόημα 
συντεθέν, παρ΄ ἐμοῦ Διονυσίου Βατάχι [sic] τοῦ ἐκ Παλαιῶν Πατρῶν, 
τῆς ἐν Πελοποννήσῳ Ἀχαΐας προτροπὴ τοῦ ἄρχον [sic] Παχαρνήκου 
Στεφάνου Πέλιου, πρὸς χάριν τῶν ἐν τῷ τῆς Οὐγγροβλαχίας 
Βουκουρέστιῳ φιλομούσων κατὰ μήνα Σεπτέβριος [sic] τῷ αωθ' ἔτους. 

vf. 1r —35r: the authentic modes (I-IV); 

vf. 36r -- 38v: Ta ἕνδεκα ἰδιόμελα ἑωθινὰ (only the first five 

Anastasima Eothina); 

vf. 39r —71v: the plagal modes (V -- VIII); 

vf. 64v: the name of the copyist is written: KACTAKE; 

vf. 71v: “The end, Fourth plagal mode (glas VIII)”, in the Romanian 
language; 
f. 72r — 74v: the others six Anastasima Eothina; 
f. 74v: Tode ὑπάρχει σύνθεμα, ἐμοῦ Διονυσίου... 
f. 74v: ‘And I Kostake wrote this Anastasimatarion on the prompting 
of the respected didaskalos for ..., who is now a didaskalos at Antim 
Monastery as of the year 1811, May 28th. And I wrote this with an 
earthly hand, so that he who will read this will remember me to his last 
hour. And I wrote this me, Kostake the apprentice’ (text of the copyist 
in the Romanian language). 
Vv f. 76r - 77v: Tevoao@e..., third mode, by myself Makarios 


SNN 


17. Anton PANN, Noul Anastasimatar tradus si compus dupa sistima cea veche a 
Serdarului Dionisie Fotino, Bucharest (1854). 
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Hieropsaltes Golgothanos; 


Vv £.77v: Tov Πατέρα προσκυνήσωμεν...., first mode; 

vf. 79v: Prayers; 

vf. 80r — 84v: white pages; 

vf. ὅδ: Ἐπὶ τῶν ποταμῶν... by myself Dionysios Photeinos, Fourth 
plagal mode, written at 1814; 

ν΄ £. 89r: Δύναμις, Ἅγιος ὁ Θεός, ..., second mode; 

v 


f. 91r: a figure drawn in pen representing a man dressed in 
Western clothes and wearing a top-hat; 
vf. 91v - 92v: a few fragments of various prayers, pen sketches, 
calculations etc.. 
2. Greek MS 741 (527), B.A.R. (dated 1853-1854); 83f; 27,5 x 21,5 cm; 
paper; cardboard. From the Library of Metropolitan Iosif Naniescu; 
autograph manuscript, Anton Pann. F. Ir: Ἀναστασιματάριον νέον, 
σύντομον, εὔρυθμον καὶ κατὰ νόημα συντεθέν, παρὰ Σερδάρου 
Διονυσίου Φωτεινῶ, νῦν δὲ ἐξηγήθη κατὰ τὴν νέαν μέθοδον παρὰ ἐμοῦ 
Ἀντωνίου Πάνν. 
vf. lr —58v: The Anastasimatarion; 
ν᾽ ὃν: ‘This book, the Anastasimatarion of Dionisake Fotino, rendered 
by Sire Anton Pann from the system of church chanting using the old 
intricate notes, into the new system using same notes simplified, is 
translated by Sire Anton Pann himself, in his own hand during 1853 
— 1854, for me, the undersigned, according to our agreement; thus 
I wrote here for memory eternal in the year of 1899. Iosif Naniescu, 
the Metropolitan Bishop of Moldavia, in the year 1899, May 29th’. 
(Romanian text); 
ν΄ £.59r -- 64v -- Ta ἕνδεκα ἰδιόμελα ἑωθινὰ; 
vf. 64v: the same text as like that from the MS 1310, f. 74v, in the 
Greek language: Τόδε ὑπάρχει σύνθεμα, ἐμοῦ Alovvoiov....; 
vf. 65r -- 83v: white pages. 


Also, in both anastasimataria Dionysios exhibited at the beginning of 
every echos the ethos of the eight modes, as follows in the Octoechos of 
Saint John Damascene (c. 675 — 749). 

Unfortunately we do not have the necessary time to present and 
analyze these anastasimataria and their writers in detail. Our material is 
just part of a concentrated attempt to investigate the contribution made 
by the musician Dionysios Photeinos on his way towards the Reform of 
1814 and the reception his works met with in the Romanian Principalities. 
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The Anastasimatarion Neon by Dionysios Photeinos and translated (exegesis) 
in the New Method by Anton Pann: 

1. Gr. MS 1310 -- B.A.R. (1809) 

2. Gr. MS 741 (527) -- B.A.R. (1853-1854) 
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Διονύσιος Φωτεινός: 
Τὸ ᾿Ἀναστασιματάριον 


A. Ἡ ζωὴ καὶ ἡ δράση τοῦ Διονυσίου Φωτεινοῦ" 


έσα στὴν πλειάδα τῶν μεγάλων ρουμάνων ἀνατολιστῶν στὰ τέλη 

τοῦ IH’ αἰώνα -- τοῦ σπαθαρίου Milescu, τοῦ Δημητρίου Cantemir, 

τοῦ Ienadchia Vacdrescu χ.ἄ. -- συγκαταλέγεται xat ὁ Διονύσιος 
Φωτεινὸς (εἰκόνα 1), ἕνας ἀπὸ τοὺς σημαντικότερους ἕλληνες μουσικοὺς ποὺ 
ἔδρασονν στὴν Οὐγγροβλαχία καὶ ἕνας ἀπὸ τοὺς ἐκπροσώπους «τῆς τελευταίας 
γενιᾶς βυζαντινῶν λογίων, τοὺς ὁποίους τὸ ρεῦμα τῆς βαλκανικῆς 
μετανάστευσης ἐγκαθιστᾶ otic Ρουμανικὲς Χῶρες». 

Γνωστὸς κυρίως γιὰ τὸ ἱστορικό του ἔργο.ἦ ὁ Διονύσιος Φωτεινὸς ὑπῆρξε γιὰ 
τὴν ἐποχή τοῦ ταλαντοῦχος ποιητής, ζωγράφος χαὶ συγγραφέας, ἀλλὰ καὶ 
διάσημος ψάλτης καὶ μουσικοσυνθέτης. συνεχιστὴς τῆς κωνσταντινουπολίτικης 
μουσικῆς παράδοσης, μαθητὴς τῶν διάσημων μουσικῶν Ἰακώβου Πρωτοψάλτη 
(+ 1800) καὶ Πέτρου Βυζαντίου τοῦ Φυγᾶ (+ 1808). καί, μετὰ τὴν ἐγκατάστασή 





1 To xetuevo αὐτὸ ἀποτελεῖ ἕνα χεφάλαιο τῆς διδακτορικῆς ov διατριβῆς στὸ Τμῆμα 
Μουσικῶν Σπουδῶν τοῦ Πανεπιστημίου Θεσσαλονίκης, ὑπὸ τὴν ἐπίβλεψη τοῦ χκαθηγητῆ 
Ἀντωνίου Ἀλυγιζάκη: Ὁ Διονύσιος Φωτεινὸς (1777-1821) στὴν ἑλληνικὴ καὶ ρουμανικὴ 
παράδοση τῆς βυζαντινῆς μουσικῆς. 

2 Victor Papacostea, “Vie ile sultanilor. Scriere ineditaé a lui Dionisie Fotino”, Revista istorica 
romaind 4 (1934), σ. 175-214. "Enavexdd60yxe στὸν τόμο Civiliza ie roméaneasca si civiliza ie 
balcanici, "ExSdoet¢ Eminescu, Bovxovegott (1983), σ. 433. 

3 Ἱστορία τῆς πάλαι Δακίας τὰ νῦν ToavoviBaviac, Βλαχίας καὶ Μολδαβίας. τόμ. A’ - 1, 
Βιέννη (1818-1819). Στὴ ρουμανικὴ γλώσσα τὸ ἔργο μεταφράστηκε ἀπὸ tov George Sion μὲ 
τὸν τίτλο: Istoria generald a Daciei, sau a Transilvaniei, erei Muntenesci si a Moldovei, Βουκουρέστι 
(1859-1860), σὲ τρεῖς τόμους. LE μία παραπομπὴ στὴν σελίδα XXVI τοῦ βιβλίου Bazul teoretic 
si practic al muzicii bisericesti sau Gramatica melodica (Βάση τῆς θεωρίας καὶ τῆς πράξης τῆς 
ἐκκλησιαστικῆς μουσικῆς ἢ Γραμματική τῆς μελωδίας), ποὺ δημοσιεύθηκε στὸ Βουκουρέστι 
τὸ 1845, 6 Anton Pann, μαθητὴς τοῦ Διονυσίου Φωτεινοῦ, μᾶς ἐνημερώνει γιὰ τὴν ὕπαρξη 
ἑνὸς τετάρτου τόμου τῆς Ἱστορίας τῆς πάλαι Δακίας... σὲ χειρόγραφο (ἀνέκδοτο), «ὃ ὁποῖος 
ἔμεινε στοὺς ἐγγονούς του, Ἠλία καὶ Εὐθύμιο Φωτεινό». 

“ «Ὁ ἴδιος μαρτυρεῖ» -- γράφει 6 Anton Pann -- «ὅτι διετέλεσε μαθητὴς τῶν διδασκάλων 
Ἰακώβου Πρωτοψάλτου καὶ Πέτρου Βυζαντίου, ὧν ὑπῆρξε μιμητής». BA. A. Pann, Bazul 
teoretic..., ὅ.π.. σὄ. XXVI. Πιθανῶς γιὰ τὸν λόγο αὐτὸ -- ἰσχυρίζεται ὁ Ἔμμ. Γιαννόπουλος -- ὁ 
Πέτρος Βυζάντιος ἐπέλεξε [...] νὰ μεταβεῖ στὸ Ἰάσσιο |...]. BA. Ἔμμ. Γιαννόπουλου, “Ἢ 
εὔξεινος καὶ εὔκαρπος διάδοση καὶ καλλιέργειοι τῆς ψαλτικῆς, στὶς περὶ τὸν Εὔξεινο Πόντο 
περιοχές᾽, ἀνάτυπο ἀπὸ τὸ βιβλίο Καθηγητικὴ Διακονία. Τιμητυκὸς τόμος γιὰ τὸν Καθηγητὴ 
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tov στὸ Βουκουρέστι, διδάσκαλος τοῦ Anton Pann,” ἀλλὰ καὶ ἄλλων, ἀνάμεσα 
στοὺς ὁποίους καὶ τοῦ ἐπισκόπου Chesarie Buzdu (1826-1846). 

Ὁ ρουμάνος λόγιος Nicolae Iorga ἰσχυρίζεται ὅτι ἀπὸ τὴν ἱστορικὴ σχοπιὰ Ἡ 
ἱστορία τῆς πάλαι Δακίας καὶ τὰ νῦν ἸΤρανσυλβανίας. Βλαχίας καὶ 
Μολδαβίας «παραμένει τὸ πιὸ σημαντικὸ [...] ἀπὸ τὰ ἑλληνικὰ ἔργα ποὺ 
ἀναφέρονται στὴν ἱστορία τῶν Ρουμάνων»," ἐνῶ ἀπὸ τὴν πνευματικὴ σχοπιά, 
σὲ σχέση μὲ τὴ Βλαχία, ὁ Φωτεινὸς ἦταν «ἕνας ἀπὸ τοὺς σημαντικότερους χαὶ 
περισσότερο “δεμένους᾽ μὲ τὴν ρουμανική ζωὴ ἕλληνες λογίους καὶ συγγραφεῖς 
ποὺ ἔζησαν στὴ χώρα Lac».’ 





Κωνσταντῖνο Δ. Φράγκο. Θεσσαλονικὴ (2003). σ. 302, ὑπ. 48. Ἐπανεκδόθηκε στὸ βιβλίο Ἡ 
Wartxn Τέχνη. Λόγος καὶ μέλος στὴ λατρεία τῆς Ὀρθόδοξης Ἐκκλησίας. University Studio 
Press, Θεσσαλονίκη (2004), σ. 132, ὑπ. 56. Γιὰ τὴ διδασκαλία τοῦ Πέτρου Βυζαντίου στὴν 
πρωτεύουσα τῆς Μολδαβίας, Ἰάσσιο. ἕνας μαθητὴς τοῦ ἰδίου σημείωσε στὶς ἀρχὲς τοῦ 10’ 
αἰώνα στὸ χειρόγραφο 766 τῆς Βιβλιοθήκης τῆς ῬΡουμανικῆς Ἀκαδημίας, Βουχουρέστι 
(Biblioteca Academiei Romane -- Bucuresti -- BARB), τὰ ἑξῆς: «Ἀρχὴ σὺν Θεῶ Ἅγιω τῆς 
ἐξηγήσεως τῶν μαθημάτων ὅπου μέλω νὰ μάθω ἀπὸ τὴν σήμερον ἀπὸ τὸν Κὺρ Πέτρου 
Πρωτοψάλτου τῆς Μεγάλης Ἐχκχλησίας τοῦ Βυζαντίου, 1805, 24 Νοεμβρίου» (ἑλλ. yo. 766 
BARB, φ. 65r). Στὴ συνέχεια (φ. 86v) ὁ μαθητὴς γράφει: «᾿Ἐξήγησις δεινῶν θέσεων τῆς 
παπαδικῆς κατὰ τὴν παράδοση τοῦ διδασκάλου Γιακουμάκη Πρωτοψάλτου τῆς Μεγάλης 
Ἐχχλυησίας». 

5. «Μέχρις ἐδῶ ὡμίλησα διὰ τοὺς συγγραφεῖς τῆς μουσικῆς, τοὺς ὁποίους μόνον ἐκ τῶν ἔργων 
αὐτῶν γνωρίζω, τώρα δ᾽ ἔρχεται ἣ σειρὰ ἐκείνων, τοὺς ὁποίους ἔζησα, πρὸ πάντων δὲ τοῦ 
χαλοῦ μου διδασκάλου σερδάρη Διονυσίου Φωτεινοῦ, ὁ ὁποῖος ἦλθεν ἐκ Παλαιῶν Πατρὼν τῆς 
Πελοποννήσου καὶ ἐγχατεστάθη εἰς τὸ Βουχουρέστιον, ἔνθα ἔγραψε τὴν “Ἱστορίαν τῆς 
Βλαχίας᾽ εἰς τρεῖς τόμους, διεσχεύασε τὸν “Ἐρωτόχριτον᾽ χαὶ ἔγραψε καὶ ἄλλους 
πρωτοτύπους στίχους. ἔργα, τὰ ὁποῖα, δεικνύουν ὅτι οὗτος ὑπῆρξε καλὸς ἱστορικός, ποιητὴς 
καὶ ρῆτορ»..., στὸ: Anton Pann, Bazul teoretic.... 6.m., σ. XXVI, παρὰ Δημητρίου Β. 
Οἰκονομίδου, “Διονυσίου Φωτεινοῦ βίος καὶ ἔργον", Μνημοσύνη IA’ (1988-1990), σ. 95. BA. 
χαὶ C. Buescu, Scrieri si adnotdri despre muzica τοπιῆμποπϑο veche, Βουκουρέστι (1985), τόμ. I, σ. 
118. O Nicolae Iorga στό: Revista Istorici 6 (1920), σ. 267-268, ἰσχυρίζεται ὅτι τὸ Bazul 
teoretic... εἶναι. Eva πολὺ σπάνιο βιβλίο. Στὴν πραγματικότητα, ὅμως, ὑπῆρξαν καὶ ὑπάρχουν 
ἀχόμα πολλὰ ἀντίτυπα τοῦ βιβλίου αὐτοῦ. 

δ «Εἶναι ἕνα ἔργο γραμμένο μὲ ὑπομονὴ καὶ μαεστρία, βασισμένο σὲ πολλὲς πηγὲς τὶς ὁποῖες 
ἀντιμετώπισε χριτικά, γιὰ νὰ μᾶς προσφέρουν μία πλούσια καὶ πραγματικὴ ἱστορίοι.. Πιὸ πολὺ 
ἀπὸ τὸ ἔργο τοῦ Engel, ἣ ἱστορία τοῦ Φωτεινοῦ ἦταν ἣ βασικὴ πηγὴ γιὰ αὐτοὺς οἱ ὁποῖοι 
ἀσχολήθηκαν μὲ τὴν ἱστορία μᾶς» (ρουμ.). βλέπε Nicolae Iorga, Istoria literaturii romine in secolul 
αἱ XVIII-lea (1688-1821) (1901). Ὁ ἱστορικὸς Cléobule Tsourkas ἐπιβεβαιώνει τὴν συμβολὴ τοῦ 
ἔργου τοῦ Φωτεινοῦ στὴν ἱστορία τῆς Ρουμανίας καὶ τὴν θεωρεῖ «μία εὑυρεία και μεθοδική 
σύνθεση, καλά τεχμηριωμένη για τὴν ἐποχή του». BA. Cléobule Tsourkas, “Les historiographes 
Grecs de Ἰ᾿έροασμθ Phanariote”, στό: SYMPOSIUM. L’époque Phanariote, 21-25 octobre 1970, 
Ἰνστιτούτο Βαλκανικῶν Σπουδῶν, Θεσσαλονίκη (1974), σ. 449 καὶ ἑξῆς. Ὁ συγγραφέας κάνει 
μία ἱστορικὴ ἀνάλυση ἐπὶ τῆς Ἱστορίας τῆς πάλαι Δακίας... (σ. 457-462) καὶ τονίζει: «la 
chaleur avec laquelle [l’auteur] embrasse la cause du peuple roumain et plaide pour son origine 
latine, pour sa continuité et pour son unité dans les trois grandes provinces» (a. 450). 


7 Nicolae Iorga, Contribu iuni la istoria literaturii romane la inceputul secolului al XIX-lea, Analele 
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Εἰκόνα 1: AIONYZIOX ΦΩΤΕΙ͂ΝΟΣ (1777-1821) 


Ὅπως ἀναφέρει ὁ ἴδιος, ὁ Διονύσιος Φωτεινός" γεννήθηκε τὸ 1777) στὴν 





Academiei Romane, Seria II, τόμ. XXIX, M. Sec iei Istorice, Βουκουρέστι (1906), σ. 3. 

8 Τιὰ τὸ ἱστορικό, ποιητικό, μεταφραστικό, ζωγραφικὸ ἔργο tov καὶ γιὰ τὶς πολιτικὲς καὶ 
διοικητικές tov θέσεις (βατάφος τοῦ Διβανίου. ἰσπράβνικος -- νομάρχης. μεγάλος 
σερδάρης). BA. τὴ βασικὴ ρουμανικὴ βιβλιογραφία: Victor Papacostea, “Vie ile sultanilor. 
Scriere inedité a lui Dionisie Fotino”, στό: Revista Istoricii Romand 4 (1934), o. 175-214, 
ἐπανεχδόθηκε στό: Cornelia Papacostea-Danielopolu (ἐπιμ.), Civiliza ie roméneasca si civiliza ie 
balcanicd. Studiu istoric (μὲ εἰσαγωγικὴ μελέτη ἀπὸ τὸν N. Tanagoca), ἐχδοτικὸς οἶκος 
Eminescu, Βουκουρέστι (1983), σ. 434-462: τοῦ ἰδίου, “Tlie Fotino, contribu iuni biografice, 
precizdri asupra operei istorice”, στό: Revista Istoricdé Romina, τόμ. IX (1939), Βουχουρέστι 
(1940), o. 3-40, ἐπανεκδόθηκε στό: Civiliza ie romaneasca..., 6.7., 0. 477-498: tod ἰδίου, “Date 
noua despre viaa si opera lui Dionisie Fotino”, στό: Balcania 7 (1944), σ. 3411-331, 
ἐπονεχδόθηχε στὸ Civiliza ie romaneascé..., 6.1., 6. 463-476. Mia σημαντικὴ μελέτη ἔχει γράψει 
ὁ Daniel Suceava, “Unele precizdri asupra operei muzicale a lui Dionisie Fotino (1777-1821)” 
(avéxSot0, εὐγενικὰ παραχωρήθηκε ἀπὸ τὸν συγγραφέα). Ἀπὸ αὐτὴ τὴ στιγμὴ οἱ μελετὲς TOD 
V. Papacostea ἀναφέρονται στὸ βιβλίο Civiliza ie τοπιῆποαδοῦ... Ἀπὸ τὴν ἑλληνικὴ βιβλιογραφία 
βλέπε: Ν. Γ. Σβορώνου, “Ὁ Διονύσιος Φωτεινὸς καὶ τὸ ἱστορικὸν ἔργον αὐτοῦ᾽,, στό: Ἑλληνικὰ 
10 (1937-1938), σ. 133-178: Δημητρίου Β. Οἰκονομίδου, “Ἀπὸ τὰς ἑλληνο-ρουμανικᾶς 
ἐχχλησιαστικᾶς σχέσεις", στό: Ἐπετηρὶς Ἑταιρείας Βυζαντινῶν Σπουδῶν (ΕΕΒΣ) KT” 
(1953), σ. 450-471, καὶ κυρίως, τοῦ αὐτοῦ, “Διονυσίου Φωτεινοῦ βίος καὶ ἔργον", στό: 
Μνημοσύνη IA’ (1988-1990), σ. 83-173. 


9. Διαβάζοντας στὰ ἀπομνημονεύματα tod Ἠλία Dwtewod, Eyyovod tod Διονυσίου, ὅπου ὁ 
μουσικὸς αὐτὸς «... ἀποβιώσας δὲ 52 ἐτῶν τὴ ἡλικία τὸ 1821 ἔτος τὴν 10 τοῦ Ὀκτωβρίου 
ἡμέρα δευτέρα...» (Ηλίας Φωτεινός, Σημειωματάριον / τῆς ἐμῆς καταγωγῆς. / καὶ σταδίου 
τῆς ζωῆς / πρὸς γνῶσιν τῶν μετὰ χρόνων / ἡμετέρων ἀπογόνων), 6 Victor Papacostea 
συμπεραίνει ὅτι ὁ Διονύσιος ἔχει γεννηθεῖ στὰ 1769 (“Vie ile sultanilor...”, 6.7., σ. 437, καὶ 
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Παλαιὰ Πάτρα τῆς Ἀχαΐας τῆς Πελοποννήσου. Ὁ πατέρας tov, Ἀθανάσιος 
Φωτεινός," ποὺ καταγόταν ἀπὸ τὰ Νεζερὰ τῆς Πελοποννήσου, ἦταν πιθανὸν 
ἕνας ἀπὸ τοὺς πολλοὺς μωραΐτες οἱ ὁποῖοι σπούδασαν στὸ τότε γνωστὸ 
Πανεπιστήμιο τῆς Πάδοβα τῆς Ἰταλίας. Ὑπῆρξε προσωπικὸς γιατρὸς τοῦ 
σουλτάνου Ἀβδοὺλ Χαμίτ'" (1725-1789) στὴν Κωνσταντινούπολη μέχρι τὸν 
θάνατό του (τὴν ἄνοιξη τοῦ 1789), καλὸς γνώστης τῆς τουρκικῆς γλώσσας," 
ἄριστος κωδικογράφος"" (εἰκόνα 2a, β) καὶ ταυτόχρονα Δομέστικος τῆς 
Μεγάλης τῆς τοῦ Χριστοῦ Ἐκκλησίας. Ἀπὸ τὰ ἀπομνημονεύματα τοῦ Ἠλία 
Φωτεινοῦ, ἐγγονοῦ τοῦ Διονυσίου, συνάγεται ὅτι ὁ Ἀθανάσιος ἦταν δημοφιλὴς 





> 


"Ilie Fotino...”, 6.7., σ. 483). Στὴν τελευταία μελέτη ἀφιερωμένη στὸν Διονύσιο (“Date 
noua...”, 6.7., σ. 465), 6 V. Papacostea προτείνει τὸ ἔτος 1777, ὅπως ἀναφέρει ὁ ἴδιος 6 
Διονύσιος στὴ σ. 324 τοῦ Livre de musique, Ὑρομμένου τὸ 1809. Ὁ Διονύσιος ἀναφέρει ὅτι 
ἔγραψε τὸ χειρόγραφο αὐτὸ «τῷ AB’ ἔτος τῆς ἐμῆς ἡλικίας». Ἂς σημειωθεῖ ἐδῶ ὅτι Τὸ 
Σημειωματάριον... τοῦ Ἠλία Φωτεινοῦ εἶναι οἰκογενειακὰ ἀπομνημονεύματα, τὰ ὁποῖα 
βρίσκονταν μαζὶ μὲ τὰ ἄλλα βιβλία καὶ τοὺς κώδικες τοῦ Διονυσίου, ὅπως: Ἡ γενικὴ ἐπιτομὴ 
ὀθωμανικῆς ἱστορίας. ἀπὸ Ὀθμάνου τοῦ πρώτου μέχρι τοῦ νῦν βασιλεύοντος Σουλτᾶν 
Μαχμούδ. μὲ πολλὰ ἀνέκδοτα. καὶ μὲ ὅλες τὶς φιγοῦρες τῶν βασιλέων νατουρὲλ ἀπὸ τὸν 
“Χατζή.... καὶ τὸ Livre de musique (Δοξαστικάριον. Towdsdiov, Πεντηκοστάριο, Ἀναστασιμάριο 
νέον καὶ Τὰ ἕνδεκα ἰδιόμελα ἑωθινά) -- καὶ τὰ δύο τοῦ Διονυσίου Φωτεινοῦ -- στὴν ἀρχὴ τοῦ 
Κ΄ αἰώνα στὴν κατοχὴ τοῦ ἰατροῦ Ἠλία Φωτεινοῦ, ἐγγονοῦ τοῦ Ἠλία Φωτεινοῦ. Οὐσιαστικά, 
εἶναι μία σύντομη ἱστορία, ἣ ὁποία ἀρχίζει ἀπὸ τὸν Ἀθανάσιο Φωτεινό, πατέρα τοῦ Διονυσίου, 
καὶ φτάνει μέχρι τὸ 1848. O V. Papacostea παρουσίασε καὶ μετέφρασε στὰ ρουμανικὰ τὸ 
Σημειωματάριον... αὐτὸ στὴ μελέτη τοῦ “Tlie Fotino...”. Συμπερασματικά, μποροῦμε νὰ 
ποῦμε ὅτι ὁ Διονύσιος Φωτεινὸς γεννήθηχε στὰ 1777 καὶ πέθανε ὄχι 52 ἀλλὰ 44 χρονῶν, ὅταν 
βρισχόταν στὸ ἀπόγειο τῆς δημιουργίας του. 

10. «Ἐλάχιστος ὁμογενὴς Διονύσιος Φωτεινός, ὁ ἐκ Παλαιῶν Πατρῶν τῆς ἐν Πελοποννήσω 
Ἀχαΐας». ὑπογράφει ὁ ἴδιος στὸν πρόλογο τοῦ ἔργου tov Νέος Ἐρωτόκριτος. τόμ. A’, ἐν 
Βιέννη (4818). σ. η΄. Πρβλ. καὶ I. Bianu -- Ν. Hodos -- Ὁ. Simionescu, Bibliografia Roméneascit 
Veche, τόμ. ITI, Βουκουρέστι (1912-1936), σ. 261. 

Ἵ Ὁ Ἀθανάσιος Φωτεινὸς εἶχε ἀδελφὸ τὸν μητροπολίτη Δέρχων Γρηγόριο Φωτεινὸ καὶ ἕναν 
ἀκόμη υἱό, πιθανῶς μικρότερον ἀπὸ τὸν Διονύσιο, οἱ ὁποῖοι ἀπαγχονίστηκοινν ἀπὸ τοὺς 
Τούρχους μαζὶ μὲ τὸν Πατριάρχη Γρηγόριο τὸν Ε΄. Ἂς σημειωθεῖ ἐδῶ ὅτι ὁ μητροπολίτης 
Δέρκων Γρηγόριος Φωτεινὸς ζοῦσε ἀκόμη τὸν Μάρτιον τοῦ 1821. διότι ὑπογράφει τὸ συνοδικὸ 
γράμμα τοῦ Οἰχκουμενικοῦ Πατριάρχου Γρηγορίου ’E’, τὸ ὁποῖο ἐστρέφετο κατὰ τῆς ἑλληνικῆς 
ἐπαναστάσεως. Ἠλία Φωτεινοῦ, Οἱ ἄθλοι τῆς ἐν Βλαχία ἑλληνικῆς ἐπαναστάσεως κατὰ τὸ 
1821 ἔτος. ἐν Λειψία τῆς Σακσονίας [-Βραΐλα] (1846), σ. 199-200. Δημητρίου B. 
Οἰκονομίδου “Διονυσίου Φωτεινοῦ...᾽", ὅ.π., σ. 85: V. Papacostea, “Date noua...”, 6.7., σ. 467, 
καὶ τοῦ ἰδίου, “Tlie Fotino...”, ὅ.π., σ. 479 καὶ ὑπ. 12. 


TENE Papacostea, “Tlie Fotino...”, 6.7., σ. 479. Ἀργότερα, στὴν ἐποχὴ τοῦ δευτέρου Φαναρίου, ὁ 
ρόλος τῶν γιατρῶν ποὺ χρησιμοποιοῦσε ὁ Σουλτάνος ἀναβαθμίζεται. Γιὰ παράδειγμα, ὁ 
Σουλτᾶν Μαχμοὺδ ὁ Β΄ θὰ στείλει μὲ χρήματα τοῦ ὀθωμανικοῦ χράτους πολλοὺς γιὰ νὰ 
σπουδάσουν ἰατρικὴ σὲ εὐρωπαϊκὲς πόλεις (Παρίσι, Λονδίνο, Βιέννη). BA. Gerd Frank, Die 
Herrscher der Osmanen. Aufstieg und Untergang eines Weltreiches, Diisseldorf (1980), σ. 256. 
Κάποιοι, ὅπως ὁ Στέφανος Καραθεοδώρου, ὁ ὁποῖος σπούδασε ἰατρικὴ στὴ Πίζα, κατεῖχαν 
ὑψηλὲς θέσεις στὰ ἀνάκτορα CIftihar Nisani, Mecidie Nisani). BA. Κωνστ. Σβωλόπουλος, 
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στὶς χριστιανικὲς συνοικίες τῆς Κωνσταντινούπολης, ἐπονομαζόμενος ἀπὸ τοὺς 
ὁμοεθνεῖς του «Καρδάσης, καὶ Ψαλτάκης, καὶ Πολιτάκης, διότι εἶχε διατρίφει 
χρόνους ἱκανοὺς εἰς Κωνσταντινούπολιν, καὶ ἦτο εἰδήμων τῆς ὀθωμανικῆς 
διαλέκτου, καὶ ἐπρόφερε συνεχῶς τὸ χαρδάσι καὶ τῆς μουσικῆς ἐπιστήμης, 
ψάλλων πάντοτε εἰς τὴν ἐκκλησίαν». 

Ἐνῶ μετὰ τὸν θάνατο τοῦ Σουλτάνου (τὴν ἄνοιξη τοῦ 1789) ὁ Ἀθανάσιος ὃ 
μὲ τὴν οἰκογένειά tov ἐγκαθίσταται στὴν Πελοπόννησο," ὅπου εἶχε ἀρχετὰ 
χτήματα," ὁ δωδεκάχρονος Διονύσιος θὰ ἐπιστρέψει στὴν Κωνσταντινούπολη 





Κωνσταντινούπολη (1856-1908). Ἢ ἀκμὴ τοῦ Ἑλληνισμοῦ, Ἀθήνα (1994), σ. 61. Μαρία 
Γεωργιάδου, κεφάλαιο “Arzte im Dienste der Sultane”, στό: G. Frank, Die Herrscher der 
Osmanen, 6.7., σ. 191-193. 

'S «Ἢ μήτηρ μου, ὀνομαζομένη Πασχαλίτσα [πρόκειται περὶ τῆς ἀδελφῆς tov Διονυσίου 
Owtewod], ὁμοίως εἶχε πατέρα τὸν Ἀθανάσιον Φωτεινὸν ἀπὸ Νεζερὰ τῆς Πελοποννήσου, 
ἐπίσημον ἰατρὸν τὸν Σουλτᾶν Χαμίτη...», στό: Ἠλία Φωτεινοῦ, Σημειωματάριον, σ. 8. παρὰ V. 
Papacostea, “Vie ile sultanilor...”, σ. 437, ὕπ. 32. 

“ Εἶχε διατρίψει χρόνους ἱκανοὺς εἰς Κωνσταντινούπολιν καὶ ἦτο εἰδήμων τῆς τὲ 
ὀθωμανικῆς διαλέκτου.... Ἠλία Φωτεινοῦ, Σημειωματάριον. παρὰ V. Papacostea, ,,llie 
Fotino...”, ὅ.π., σ. 479. 


5 Ὁ Ἀθανάσιος Φωτεινὸς ἀντέγραψε ἑφτὰ χειρόγραφα: Δοξαστάριο τοῦ Πέτρου 


Λαμπαδαρίου [I. Μονῆς τοῦ Stavropoleos, Βουχουρέστι, ἑλλ. yo. Φ. 48m (ἔτ. 1775)]. 
Ἀνθολογία [I. Μονῆς Χιλανδαρίου, Ay. Ὅρους, ἀρ. 61 (ἔτ. 1784)], Ἀναστασιματάριο [1. Μονῆς 
Βατοπαιδίου, Ἀγ. Ὅρους, ἀρ. 1256 (ἔτ. 1784)], Δοξαστάριο τοῦ Πέτρου Λαμπαδαρίου [1. 
Σχήτη τῶν Ἀγίων Πατέρων τῆς Χίου], Εἰρμολόγιο Πέτρου Λαμπαδαρίου [1. Μονῆς Ἀγ. 
Παντελεήμονος, Ay. Ὅρους, ἀρ. 979 (ἔτ. 1785)], Ἀνθολογία [EBE (MIT), ἀρ. 756 (ἔτ. 1785)], 
Εἰρμολόγιο Πέτρου Λαμπαδαρίου [1]. Μονῆς Ἀγ. Παύλου, Ἀγ. Ὅρους, ἀρ. 84 (ἔτ. 1786)]. Γιὰ 
τὸ Δοξαστάριο τοῦ Πέτρου Λαμπαδαρίου [1. Σκήτη τῶν Ἀγίων Πατέρων τῆς Χίου], BA. Μ. 
Στρουμπάκχη. ““Exto αὐτόγραφο τοῦ Ἀθανασίου Δομεστίκου᾽, στὰ Πρακτικὰ τοῦ Β΄ Διεθνοῦς 
Μουσιχκολογικοῦ καὶ Ψ᾽αλτικοῦ Συνεδρίου, Ἀθήνα (2006). σ. 503-511. 

16 Ὁ Ἀθανάσιος Φωτεινὸς ὑπῆρξε Β΄ Δομέστιχος τῆς τοῦ Χριστοῦ Μεγάλης Ἐκκλησίας τὸ 
χρονικὸ διάστημα μεταξὺ Σεπτεμβρίου τοῦ 1784 καὶ ing Δεκεμβρίου τοῦ 1785. BA. Christos 
Patrinelis, “Protopsaltae, Lampadarii, and Domestikoi of the Great Church during the post- 
Byzantine Period (1453-1821)”, στό: Studies in Eastern Chant, top. ΠΙ (1973), σ. 167. 


17 Ἠλία Φωτεινοῦ, Σημειωματάριον... Βλ. καὶ Δημητρίου Β. Οἰκονομίδου, “Διονυσίου Φωτεινοῦ 
βίος καὶ ἔργον᾽᾽, 6.7., σ. 86: V. Papacostea, “Π|6 Fotino...”, 6.7., σ. 479, καὶ τοῦ αὐτοῦ, “Vie ile 
sultanilor...”, ὅ.π., σ. 437, ὑπ. 33. 


18 Δυστυχῶς, κατὰ τὴ διάρκεια τῶν σπουδῶν τοῦ γιοῦ του, ὁ ἰατρὸς Φωτεινὸς -- ὁ ὁποῖος «ἔζη 
βίον εὐδαιμονέστατον» μαχριὰ ἀπὸ τὶς ἀνησυχίες τῆς Πόλης (Ἠλία Φωτεινοῦ, 
Σημειωματάριον.... σ. 28, παρὰ Δημητρίου Β. Οἰκονομίδου, “Διονυσίου Φωτεινοῦ βίος καὶ 
Zoyov”, ὅ.π.. σ. 86, ὑπ. 18) -- αὐτοπυροβολήθηκε ὅταν πῆγε γιὰ κυνήγι καὶ πέθανε: «Μιὰ τῶν 
ἡμερῶν, ἀπελθῶν εἰς τὸ κυνήγι, ἔθεσε τὸ τουφέχκιον ὑπὸ τὸν πόδα του ἐξαπλωμένος κατὰ γής, 
διὰ νὰ λάβη εἰς σκοπὸν τὸ θηρευόμενον, ἤνοιξε τὸ ὅπλον καὶ ἐσύντριψε τὸν πόδα του, ἕνεκα 
τοῦ ὁποίου ἐπροξενήθη καὶ ὁ θάνατός του». Ἠλία Φωτεινοῦ, Σημειωματάριον..., σ. 5, παρὰ V. 
Papacostea, “Tlie Fotino...”, ὅ.π., σ. 495. 
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γιὰ νὰ συνεχίσει τὶς σπουδές tov.” Δὲν γνωρίζουμε τὸ σχολεῖο στὸ ὁποῖο 
σπούδασε. O Victor Papacostea ὑποθέτει ὅτι σπούδασε στὴν Πατριαρχιχκὴ 
Σχολή.᾽" 
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Εἰκόνα 2a: “EAA. yo. F48m, ἔτος 1775, Μονὴ Stavropoleos, Βουκχουρέστι 
Αὐτόγραφο Ἀθανασίου Φωτεινοῦ 





9. «Μετὰ τὴν πτῶσιν ὅμως τοῦ ρηθέντος Σουλτάνου, ἐπανελθῶν εἰς τὴν πατρίδα tov τὴν 
Πελοπόννησον, ἔζη βίον εὐδαιμονέστατον». Ἠλία Φωτεινοῦ, Σημειωματάριον..., παρὰ V. 
Papacostea, “Tlie Fotino...”, ὅ.π., σ. 480. 

20 οἱ ἰδιοκτησίες ἀνῆκαν στὴν σύζυγο τοῦ Ἀθανασίου Διαμάντα, ἣ ὁποία καταγόταν ἀπὸ τὴν 
οἰκογένεια τῶν Καλαμαγδαρταίων. Ἠλία Φωτεινοῦ, Σημειωματάριον...., σ. 5, παρὰ V. 
Papacostea, “Vie ile sultanilor...”, ὅ.π., σ. 437, ὑπ. 34, καὶ τοῦ αὐτοῦ, “Tlie Fotino...”, 6.7., σ. 480. 


᾿ 


1 Ἠλία Φωτεινοῦ, Σημειωματάριον..., σ. 5. BA. καὶ V. Papacostea, “Vie ile sultanilor...”, 6.7., 
o. 437, ὑπ. 36.: «διότι ὁ υἱός τῆς Διονύσιος, ὁ θεῖος μου, εἶχεν ἀναχωρήσει διὰ 
Κωνσταντινούπολιν ἵνα σπουδάση». 


22 ν. Papacostea, “Vie ile sultanilor...”, ὅ.π., σ. 437. 
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Εἰκόνα 26: “EAA. yo. F48m, ἔτος 1775, Movin Stavropoleos, Bovxovgéott 
Αὐτόγραφο Ἀθανασίου Φωτεινοῦ 

Δὲν γνωρίζουμε ἀχριβῶς τὴ χρονολογία κατὰ τὴν ὁποία ὁ Διονύσιος 
Φωτεινὸς ἔφυγε ἀπὸ τὴν Πατριαρχικὴ Σχολὴ ἢ ἀπὸ τὴν Πελοπόννησο γιὰ νὰ 
ἐγκατασταθεῖ στὴν Οὐγγροβλαχία. Ἀπὸ τὶς πολλὲς ἀντιφατικὲς πληροφορίες"" ἣ 
πιὸ ἀληθοφανὴς εἶναι αὐτὴ τοῦ ψαλτικοῦ χειρόγραφου 778 (545) BARB (εἰκόνα 
3), αὐτογράφου τοῦ Διονυσίου: « Ἐποιηθεῖ [sic] πὰρ᾽ ἐμοῦ Διονυσίου τοῦ ἐκ 
Παλαιῶν Πατρῶν τοῦ Πελοποννησίου Ἀχαΐας εὐρισκομένου ἐν Βουχκουρεστίῳ 
1797, Ἰουνίου 15. Εἰς ἦχον λέγετος δηλαδὴ σεγχιάχ..., Δοῦλοι Κύριον», 
πληροφορία ἣ ὁποία μᾶς φανερώνει ὅτι ὁ Διονύσιος ἔρχεται στὴ Βλαχιὰ κατὰ 
τὰ τέλη τοῦ 1796 -- ἀρχὲς τοῦ 1797.4 





28 Ὁ Κων. ‘1. Δυοβουνιώτης ἰσχυρίζεται ὅτι ὁ Διονύσιος Φωτεινὸς ἔρχεται στὴ Βλαχιὰ στὰ 
1786 (Μιχαὴλ Φωτεινός᾽, Θεολογία. τόμ. Α΄ [1923], σ. 317-328, σημ.). O Nicolae Iorga λέγει: 
«Κατὰ τὸν πόλεμον τοῦ 1787, εὐρίσκετο πλησίον τοῦ πλουσίου τούτου γέροντος εὐπατρίδου» 
(Ustoria literaturii romane in secolul αἱ XVIII-lea, τόμ. Il, Βουκουρέστι [1901], σ. 105). O Nicolae 
lorga, ὅπως σωστὰ παρατηρεῖ ὁ V. Papacostea, πλανᾶται, διότι ὁ Διονύσιος Φωτεινὸς 
βρισκόταν στὴν Κωνσταντινούπολη κατὰ τὸ 1787 (V. Papacostea, “Vie ile sultanilor...”, ὅ.π., σ. 
438). Ο C. Diaconovici (Enciclopedia Roménd, tou. 11, σ. 453) καὶ 6 1. Adamescu προτείνουν τὸ 
ἔτος 1804. O N. Γ. Σβορῶνος (6.7., σ. 139), o V. Papacostea (“lie Fotino...”, 6.7., σ. 480, ὑπ. 
17) καὶ o Δημήτριος B. Οἰκονομίδης (“Διονύσιος Pwtetvdc...”, 6.7., 6. 92), ξεκινώντας ἀπὸ τὴν 
διαβεβαίωση tod Διονυσίου Φωτεινοῦ, ἣ ὁποία βρίσκεται στὴν Ἱστορία tov, τόμ. A’, o. 10 
(«Εἰς τὴν περίπου τῶν δεκαοκτὼ ἐνιαυτῶν ἤδη διατριβήν μου ἐν ταύτῃ τῇ ἐπαρχίᾳ»). 
συμπεραίνουν ὅτι πρόχειται γιὰ τὸ ἔτος 1799. Ὅπως ἀναφέρθηκε παραπάνω καὶ ἔχοντας 
ὑπόφψη μου τὸ αὐτόγραφο χειρόγραφο 778 (545) BARB, πιστεύω ὅτι ὁ Διονύσιος Φωτεινὸς 
ἦρθε στὴ Βλαχιὰ πρὸς τὸ τέλος τοῦ 1796 μὲ ἀρχὲς τοῦ 1797. 

24 Φαίνεται ὅτι ἡ χρονολογία αὐτὴ εἶναι σωστή. ἐπειδή, μετὰ τὸν ἐρχομό tov ἀπὸ τὴν 
ἹΚΚωνσταντινούπολη, ὁ Διονύσιος Φωτεινὸς συνεχίζει τὶς σπουδές tov στὴν Αὐθεντικὴ 
Ἀκαδημία τοῦ Βουχκουρεστίου ὡς μαθητὴς τοῦ Λάμπρου Φωτιάδου κατὰ τὸ ἔτος 1797. BA. 
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Εἰκόνα 3: “EAA. xo. 778 (ἔτος 1797), Αὐτόγραφο Διονυσίου Φωτεινοῦ 
Βιβλιοθήκη τῆς Ρουμανικῆς Ἀκαδημίας Βουκουρεστίου 





Ariadna Camariano-Cioran, Academiile domnesti din Bucuresti si Iasi [Αἱ “Αὐθεντικαὶ᾽ Ἀκαδημίαι 
τοῦ Βουκουρεστίου καὶ τοῦ Taotou]), Institutul de studii sud-est europene, “Biblioteca 
istorica”, XXXVII, Editura Academiei R.S.R., Βουχουρέστι (1971). Ἐπίσης, σύμφωνα μὲ 
ἀναγραφὲς TOV ὀνομάτων τῶν μαθητῶν τῶν “Αὐθεντικῶν᾽ Ἀχκαδημιῶν (στό: Academiile 
domnesti..., 6.1., σ. 215), ἐκτὸς ἀπὸ τὸν Διονύσιο, ἦταν καὶ ὁ πατέρας του Ἀθανάσιος (μάλιστα 
νωρίτερα) καὶ ἴσως ὁ ἀδελφός tov Ἀντώνιος. BA. καὶ Ἔμμ. Γιαννόπουλος, “Ἢ εὔξεινος...", 
6.7., σ. 131-132, ὑπ. 55. Ὁ Ἀντώνιος ἦταν ἰατρὸς τῶν φαναριωτῶν πριγκίπων στὸ Ἰάσσιο καὶ 
ταυτόχρονα μαθητὴς τοῦ Νικηφόρου Καντουνιάρη στὴ μουσικὴ σχολὴ τῆς Μονῆς Golia στὴν 
πρωτεύουσα: τῆς Μολδαβίας στὶς ἀρχὲς τοῦ 10’ αἰ. Γιὰ χάρη τοῦ Ἀντωνίου καὶ τοῦ Μανουὴλ 
Ἐφεσίου, ὁ ἴδιος διδάσκαλος γράφει μάθημα «Ἀναστάσεως Ἡμέρα: Μάθημα ἀναστάσιμον 
ποιηθὲν παρὰ Νικηφόρου Ἀρχιδιακόνου Ἀντιοχιᾶς τοῦ Καντουνιάρη κάτ᾽ αἴτησίν tov τὰ 
ἐξο[μολογι]ωτάτου ἄρχοντος χυρίου ἰατροῦ Ἀντωνίου Φωτεινοῦ xal ἄρχοντος χκαμινάρη 
χυρίου Μανολάκη τοῦ Ἐφεσίου ἐν Ἰασίῳ 1820, Γκόλια» CEAA. yo. 17476, Ἀνθολογία, ἔτος 
1820, Ἐθνικὴ Βιβλιοθήκη τοῦ Βουκουρεστίου). Ἐπίσης καὶ ὁ Γρηγόριος Λαμπαδάριος: «Τὸ 
ἀκολούθως ἐμελοποιήθη πὰρ᾽ ἐμοῦ Γρηγορίου Λαμπαδαρίου τῆς τοῦ Χριστοῦ Μεγάλης 
Ἐχχλυησίας, δι᾿ αἰτήσεως τοῦ ἐν ἰατροῖς ἄριστου καὶ ἡμέτερου φίλου καὶ ἀδελφοῦ, κυρίου 
κυρίου Ἀντωνίου Φωτεινοῦ, ψάλλεται δὲ κατὰ τὸν καιρὸν τοῦ Ὄρθρου τοῦ ἀγίου καὶ 
Μεγάλου Σαββάτου. Ἀθωνική». στὸ Βατοπέδι 1298 (ἔτος 1818), φ. tr, παρὰ Μ. 
Χατζηγιακουμή, Χειρόγραφα ἐκκλησιαστικῆς μουσικῆς (1458-1820). Συμβολὴ στὴν ἔρευνα 
τοῦ νέου ἑλληνισμοῦ. Ἀθήνα (1980), σ. 102. Ξέρουμε ἐπίσης ὅτι στὰ 1807 ὁ Ἀντώνιος 
Φωτεινὸς βρισκόταν στὸ Βουχουρέστι ὡς σερδάρης, στό: Cronicul protosinghelului Naum 
Ramniceanu de la 1768-1810, Constantin Erbiceanu, Cronicarii greci care au scris despre romani in 
epoca fanariota, ἐκδοτικὸς οἶκος Cronicar, Βουκουρέστι, σ. 271-272. BA. καὶ M. Χατζηγιακουμή, 
6.7., σ. 120. 
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Μὲ τὸ πέρασμα τοῦ χρόνου, ὁ Διονύσιος Φωτεινὸς amodelyOnxe ἐξαιρετικὸς 
ἱστοριογράφος. σπουδαῖος ζωγράφος χαὶ ποιητής. ἀλλὰ καὶ ταλαντοῦχος 
μουσικός, ὁ ὁποῖος δίδαξε «στοὺς νέους θεολόγους καὶ φψάλτες» στὴ Μονὴ 
Caldadrusani (1797-1809)” καὶ ὕστερα στὸ Βουχουρέστι (1809-1816),”° ἔχοντας 
ὡς μαθητὲς δυὸ ἀπὸ τὶς μεγαλύτερες προσωπικότητες τῆς ρουμανικῆς ψαλτικῆς 
τέχνης: τὸν Anton Pann καὶ τὸν ἐπίσκοπο Chesarie Buzdu. 

Ὁ Διονύσιος Φωτεινὸς πεθαίνει στὶς 10 Ὀκτωβρίου 1821 καὶ ἐνταφιάζεται 
«μὲ πομπὴ καὶ συμμετοχὴ πλήθους κόσμου στὴν ExxAnota τῶν Ἀγίων Πάντων 


στὸ Βουκουρέστι»." 


1. Τὸ μουσικὸ ἔργο 


Τὸ ἱστορικὸ καὶ τὸ λογοτεχνικὸ ἔργο τοῦ Διονυσίου Φωτεινοῦ εἶδε τὸ φῶς 


τῆς ἐκδόσεως ἀχόμη ζῶντος adtov,”* ἐνῶ τὸ μουσικό του ἔργο, ποὺ ἦταν ἐξίσου 





25 Τιὰ τὸ ἔτος 1809 ὁ Ν. Μ. Popescu γράφει στὴ μελέτη του γιὰ τὸν Macarie Ἱερομόναχο: «Ὁ 
Διονύσιος Φωτεινὸς δίδει μαθήματα εἰς τὸ Βουχουρέστιον περὶ τὸ 1809» (σ. 12) καὶ «Ὁ 
Διονύσιος Φωτεινὸς δίδει μαθήματα περὶ τὸ 1809 καὶ παύει, ὅταν ἔρχεται ὁ Ἐφέσιος» (σ. 67) 
στό: Vien a si activitatea dascalului de cantari Macarie Ieromonahul, Βουκουρέστι (1908). 


26 Τιὰ τὸ Ἀναστασιματάριο τοῦ Φωτεινοῦ ὁ Pann λέει: «Τὸ ἔργον συνέθεσεν ὁ σερδάρης 
Διονύσιος Φωτεινὸς κατὰ τὸ παλαιὸν σύστημα περὶ τὸ 1809. ὁ δὲ συγγραφεὺς αὐτοῦ ἠγαπήθη 
ὑπὸ τῶν εὐγενῶν τῆς πατρίδος μας [Βλαχιᾶς] καὶ ἐδίδαξε τοὺς νέους αὐτῆς μέχρι τοῦ 1816» 
(ρουμ.), Anton Pann, Noul Anastasimatar, Βουκουρέστι (1845), πρόλογος, παρὰ Δ. Οἰκονομίδου, 
“Διονύσιος Φωτεινός...",, ὅ.π.. σ. 94. 

27 Ἠλία Φωτεινοῦ, ὅ.π., σ. 8. Ὁ τάφος του σήμερον δὲν ὑπάρχει, διότι τὸ ἐν τῇ αὐλῇ τῆς 
ἐκχλησίοις ταύτης VEXOOTAPELOV κατεστράφη πρὸ πολλῶν ἐτῶν μὲ τὴν ἀνέγερσιν ἐπ᾽ αὐτοῦ 
πλείστων νέων χτισμάτων. 

28 νέος Ἐρωτόκριτος, παρὰ Δ. Φωτεινοῦ, τόμος I -- II, ἐν Βιέννη (1818). BA. καὶ Bérje Knés, 
L’Histoire de la littérature néo-grecque. La période jusqu’en 1821, Stockholm, Géteborg, Uppsala, 
Acta Universitatis Upsaliensis. Studia Graeca Upsaliensia 1 (1962), 0. 572-573, 613. Ὁ ἴδιος 
συγγραφέας θεωρεῖ ἐπίσης τὴν Ἱστορία tod Διονυσίου «une source de premier ordre» (o. 
572). «Il a composé des pieces de circonstance, des satires et des comédies et il était un habile 
versificateur. Plus connue est son oevre intitulée Nouvel Erotokritos (Vienne 1818), paraphrase de 
l’Erotokritos crétois dans la langue et dans les vers de |’époque» (o. 613). BA. C. Th. Dimaras, 
Histoire de Ia littérature néo-hellénique, Institut Francais d’Athénes (1965), utpp. στὰ ρουμανικὰ 
Mihai Vasiliu, Bovxovpéot (1968), o. 116-121 (περὶ τὸ Ἐρωτόκριτος). σ. 236 καὶ ἑξῆς. O 
Anton Pann μετέφρασε τὸ ἔργο tod Φωτεινοῦ τὸ 1837, σὲ “πέντε τόμους (Ὁ. Dem 
Teodorescu, Viéata si activitatea lui Απίοπ Pann, Μέρος I, Βουχουρέστι [1893], σ. 43- τοῦ ἰδίου, 
Operele lui Antonii Pann, o. 9-12). BA. καὶ N. Cartojan, Poema cretani “Erotocrit” in literatura 
romaneasca gi izvorul ei necunoscut, AARMSL, o. III, 7 (1935) x.t.A. Στὸ BARB ὑπάρχουν 7 
χειρόγραφα ποὺ περιέχουν TO ποίημα. αὐτό. Σ᾽ ἕναν κώδικα ἀπὸ τὰ χειρόγραφα αὐτὰ 
ὑπάρχουν μιχρογραφίες ἀπὸ τὸ χέρι τοῦ Πετράκη Λογοθέτη (EAA. yO. 3514, ἔτος 1787. BA. 6. 
Strempel, Copisti de manuscrise roménesti pana la 1800, τόμ. 1. Βουκουρέστι [1959]. σ. 132). Τὸ 
ποιητικὸ ἔργο τοῦ Διονυσίου Φωτεινοῦ βρίσκεται στὴν ExSooy tod Λεάνδρου Βρανούσση ἐν 
Βασικῇ Βιβλιοθήκῃ. to. Il, Ἀθήνα (1956). Στὴν Πατριαρχικὴ Σχολὴ τῆς Κωνσταντινούπολης -- 
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σημαντικό. ἔμεινε ὡς ἐπὶ TO πλεῖστον στὰ χειρόγραφα. Τὸ μουσικὸ αὐτὸ ἔργο 
εἶχε μεγαλύτερη κχκυχλοφορία ἐκείνη τὴν ἐποχή. Ἀπαντᾶται ἐπίσης σὲ 
χειρόγραφα τῶν βιβλιοθηκῶν τοῦ Ἀγίου Ὅρους ἢ τῆς Θεσσαλονίκης, ἀλλὰ καὶ 
σὲ ρουμανικοὺς καὶ ἑλληνικοὺς κώδικες στὴ Ρουμανία, κυρίως στὴ Βιβλιοθήχη 
τῆς Ρουμανικῆς Ἀκαδημίας στὸ Βουχουρέστι. 

Ἢ ἔρευνα τῶν αὐτόγραφων μουσικῶν χειρόγραφων τούτων ἢ τῶν 
χειρόγραφων ποὺ περιέχουν μαθήματα τοῦ Φωτεινοῦ στὴν παλαιὰ καὶ νέα 
γραφή, στὴν ἑλληνικὴ ἢ ρουμανικὴ γλώσσα, μᾶς δείχνει ὅτι ὁ Φωτεινὸς ἔγραψε 
μαθήματα γιὰ ὅλους τοὺς τύπους βυζαντινῶν ἀχκολουθιῶν, τὰ ὁποῖα συνέθεσε 
κατὰ τὸ πολὺ γνωστὸ “Νέον Ὕφος τῆς τοῦ Χριστοῦ Μεγάλης "ExxAnotac”.”? 
Ἐπίσης τοῦ ἦταν γνωστὴ καὶ ἣ ἐξηγητικὴ τέχνη τῶν μουσικῶν μαθημάτων. 


2.1. Τὸ συνθετικὸ ἔργο 


Μὲ τὴν πάροδο τοῦ χρόνου τὸ μουσικὸ ἔργο τοῦ Φωτεινοῦ κυκλοφόρησε σὲ 
δυὸ γλῶσσες: ἑλληνικὴ καὶ ρουμανική, στὴν παλαιὰ γραφὴ (στὰ ἑλληνικὰ) καί, 
χυρίως, στὴν νέα γραφὴ (στὰ ἑλληνικὰ καὶ στὰ ρουμανικά). Μὲ λίγες 
ἐξαιρέσεις, σχεδὸν ὅλα τὰ ἑλληνικὰ μαθήματά τοῦ ἔμειναν σὲ χειρόγραφα, 
κυχλοφορώντας μὲ μεγάλη ἐπιτυχία κυρίως στὴν Οὐγγροβλαχία. Ὁ 





στὸ δεύτερο ἥμισυ τοῦ IH’ αἰώνα -- βρίσκονται καὶ ἄλλοι poetae minores- μεταξὺ αὐτῶν, ὁ 
Ἰάκωβος Πρωτοψάλτης (Τακουμάκης Λαμπαδάριος). ὃ διδάσκαλος τοῦ Διονυσίου (Ariadna 
Camariano, ὅ.π.. o. 6). BA. χαὶ Μανόλη Χατζηγιακουμή, Μουσικὰ χειρόγραφα 
Τουρκοκρατίας (1453-1832), τόμος πρῶτος, Ἀθήνα (1975), σ. 368-377. Christos Patrinelis, 6.7., 
σ. 162, 166- Te. Θ. Στάθη, “Ἰάκωβος Πρωτοψάλτης ὁ Βυζάντιος ({1800)", στό: Πρόγραμμα 
Μεγάρου Μουσικῆς ᾿Αθηνῶν 1996-1997. Κύκλος Ἑλληνικῆς Μουσικῆς. Οἱ ἦχοι τ᾽ οὐρανοῦ. 
Ἁγιορεῖτες μελουργοὶ “παλαιοί τε καὶ νέοι". Μελουργοὶ τοῦ 18ου αἰώνα. Πέτρος 
“αμπαδάριος ὁ Πελοποννήσιος -- Ἰάκωβος Πρωτοψάλτης ὁ Βυζάντιος. Ἀθήνα (1996), σ. 36- 
45: τοῦ ἰδίου, “Ἰάκωβος Πρωτοψάλτης ὁ Βυζάντιος (f 28 Ἀπριλίου 1800)”, στό: Ἐπιστημονικὴ 
Ἐπετηρὶς Θεολογικῆς Σχολῆς Πανεπιστημίου ᾿Αθηνῶν, τόμ. 32, Τιμητικὸν ἀφιέρωμα εἰς 
Εὐάγγελον Θεοδώρου. Ἀθήνα (4997). σ. 317-334 A. Ἀλυγιζάκη, “Μορφολογικὲς 
ποαροτηρήσεις στὸ ἔργο τῶν μελουργῶν Πέτρου Λαμπαδαρίου τοῦ Πελοποννησίου καὶ 
Ἰακώβου Πρωτοψάλτου [IH’ ai.]”, στό: Γρηγόριος ὁ Παλαμᾶς 71 (1988), σ. 299-305. BA. 
ἐπίσης τὶς ἑξῆς ἀνθολογίες: Γ. Πρωτόπαπο-Μπουμπουλίδου, Κείμενα Νεοελληνικῆς 
Aoyotexvias, Ἀθήνα -- Ἰωάννινα (1973), σ. 35-37. Λίνος Πολίτης, Ποιητικὴ ἀνθολογία. IV: Οἱ 
Φαναριῶτες καὶ ἡ ᾿θηναϊκὴ Σχολή. Ἀθήνα (1976). 

29 Ὁ πρῶτος ποὺ WAG γιὰ τὸ μουσικὸ ἔργο τοῦ Φωτεινοῦ εἶναι ὁ μαθητής tov Anton Pann 
στὴν εἰσαγωγὴ τῆς Βάσης... τοῦ: «τὰ μουσικὰ βιβλία ποὺ συνέθεσε [...] εἶναι: τὸ 
Ἀναστασιματάριο, τὸ Δοξαστάριο, ἣ Ἀνθολογία, τὸ Χερουβικχὸ -- Κοινωνικάριο, ΚΚαλοφωνικὸν 
χκαὶ ἀλλὰ μαθήματα τῶν ὁποίων εὐωδιᾶ μίασμα χαίρεται καὶ ὁ ρουμάνος ὅταν τὰ βλέπει στὴν 
ἴδια του γλώσσα» (A. Pann, Bazul teoretic..., ὅ.π.. σ. XXVID. 

80 πὸ πιὸ σημαντικὸ μέρος τοῦ ρεπερτορίου τοῦ Φωτεινοῦ μπῆκε στὰ ρουμανικὰ διὰ χειρὸς 
τοῦ μαθητῇ tov Anton Pann ἀλλὰ καὶ τοῦ μητροπολίτη Μολδαβίας Iosif Naniescu, τοῦ 
ἀρχιερέα ΒυζΖᾶι Chesarie καὶ ἄλλων. 
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Γιὰ τὴν Ἀχκολουθία τοῦ ἭἙσπερινοῦ. ἐκτὸς ἀπὸ τὰ μαθήματα τοῦ 
Ἀναστασιματαρίου," ὁ Φωτεινὸς ἄφησε τέσσερις συνθέσεις: Ἀνοιξαντάρια 
σύντομα σὲ ἦχο TA. δ΄. Σὲ προκατηλεῖλε χορὸς τῶν προφητῶν -- θεοτόχιον, 
βαρύς, Ὡς θρόνος πυρίμορφος τὸν κτίστην... σὲ ἦχο πλ. α΄ καὶ Χρυσὸ 


πλοκοτᾶτε πύργε -- ἦχος πλ. δ΄. 

Γιὰ τὴν Ἀχκολουθία τοῦ Ὄρθρου ὁ Διονύσιος ἔγραψε πολλὰ μαθήματα: 
Εὐλογητάρια σὲ ἦχο TA. α΄ (πὰ -- κέ), πολυέλεο Ἐπὶ τῶν ποταμῶν... -- ἦχος TA. 
δ΄, τρεῖς πολυέλεους Δοῦλοι Κύριον: ἦχος δ΄ (λέγετος) ἢ β΄ (Aéyetos),”* ἦχος TA. 
α΄ καὶ ἦχος πλ. δ΄. 

Ἔγραψε ἐπίσης ἕνα Πασαπνοάριον -- ἦχος α΄ (πά). τὸ Παντάνασσα 
πανυμνῆτε -- ἦχος α΄, ἕνα Δοξαστικὸ ὀκτώηχον -- γιὰ τὴν Ι5η Αὐγούστου. 

Οἱ δοξολογίες εἶναι ἄλλη κατηγορία. μαθημάτων, ἣ ὁποία κατέχει μεγάλη 
συχνότητα στὴ χειρόγραφη παράδοση. Ἢ ἐπιτυχία τοὺς ὀφείλεται πιθανῶς στὸ 
γεγονὸς ὅτι οἱ δοξολογίες αὐτὲς ἀκολουθοῦν τοὺς ἀνατολικοὺς “δρόμους τῶν 
μακαμιῶν. Διαιροῦνται σὲ δυὸ κατηγορίες: ἣ πρώτη ἀποτελεῖ πλήρη σειρὰ κατ᾽ 
ἦχον δοξολογιῶν (Δοξολογίες μωκρές). ἐνῶ ἣ δεύτερη εἶναι μία σειρὰ τριῶν 
δοξολογιῶν (Δοξολογίες μεγάλες) -- ἦχος Y (μακὰμ ἀτζὲμ ἀσιρᾶν), ἦχος TA. α΄, 
ἦχος πλ. δ΄ (μακὰμ σουζινάκ). Ὁ Διονύσιος Φωτεινὸς ἔγραψε καὶ τὸ ἀσματικὸν 
Τρισάγιον κάποιων δοξολογιῶν: Ἰωάννου Πρωτοψάλτου, σὲ ἦχο α΄, Πέτρου 
Βυζαντίου τοῦ Φυγᾶ, σὲ ἦχο α΄, Πέτρου Πελοποννησίου, ἦχος δ΄, ἀνώνυμου, σὲ 
ἀτζὲμ κιουρδί, καὶ ἦχο πλ. α΄, Δανιὴλ Πρωτοψάλτου, ἦχος βαρύς, τὸ μὲν 
τόνισμα κὺρ Πέτρου τοῦ Πελοποννησίου τὸ δὲ μέλος κὺρ Ζαχαρίου Χανεντέ. 
μπεστενιγκιάρ.,. βαρύς, τὸ ἀσματικὸδφδλαἭΊ κὺρ Διονυσίου Πελοπονεσίου. 
μπεστενιγκιὰρ (EAA. xo. 33 [422] BARB, φ. 260v). 

Ἄλλη ἀχολουθία γιὰ THY ὁποία ὁ Φωτεινὸς ἔγραψε Eva σημαντικὸ ἀριθμὸ 
συνθέσεων εἶναι ἣ Θεία Λειτουργία. Ἐκτὸς ἀπὸ τὰ Δύναμις. Ἅγιος ὁ Θεός. 
Κράτημα ἐρριρεμ (ἦχος B), Δόξα, Ἰκετοῦμεν οἱ δοῦλοι σου (λέγετος) καὶ τὸ 
τροπάριο τῶν μακαρισμῶν -- Δόξα..., Τὸν Πατέρα προσκυνήσωμεν..., Κράτημα 
τὲ τὲ τὲ σὲ ἦχο TA. α΄, Καὶ νῦν..., Τὴν Μητέρα σου προσάγει σοῖ.... ἦχος TA. α΄, 
ὁ Διονύσιος ἔχει τὰ ἑξῆς μαθήματα: 





31 Tie τὶς συνθέσεις τοῦ Ἀναστασιματαρίου θὰ γίνει λόγος παρακάτω στὸ εἰδικὸ κεφάλαιο. 

32 πλήρης ἣ σειρὰ μέχρι τοῦ Ὡς ἐμεγαλύνθη -- οἱ πρῶτοι στίχοι μετὰ τοῦ κρατήματος πάντες 
καὶ οἱ δεύτεροι στίχοι ὅμοιοι πρὸς τοὺς πρώτους. 

33 Τιὰ τοὺς στίχους ὁ Φωτεινὸς λέει: «Ἐντεῦθεν φθορίζει καὶ γίνεος καθαρὸν μουστααρὶ» 
(ἑλλ. yo. 778 [545]. ét. 1797, BARB, φ. 126r - Καὶ τὸν Ὥγ.... «Ἔδὸ συγένη ἀπὸ τοῦ 
μουσταὰρ καὶ πίπτη εἰς τὸ σεγκιάχ. λέγετος» (φ. 127. -- Τὰ εἴδωλα...). Στὴν ἀρχὴ τοῦ 
πολυέλεου ὁ Φωτεινὸς προσθέτει τὰ ὀνόματα κάποιων ἤχων σὲ μακάμια: σεγκνάχ. μουσταάρ. 
νισαμπούρ. σὶτ ἀραμπάν, νυχαβέντ, νουχούφτ ἀτζέμ. τζεμμά (φ. 1341). 
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Eva Ἄξιον ἐστὶν — ἦχος TA. β΄, ἕνα Σὲ τὴν ὑπερνοῦν... — ἦχος TA. α΄, 
τρία Ἐπὶ σοῖ χαίρει: ἦχος a τετράφωνος ἐχ τοῦ κέ, ἦχος δ΄ (λέγετος) 
καὶ σὲ ἦχο TA. δ΄, 
πλήρη σειρὰ (ὀκτὼ) χερουβικῶν κατ᾽ ἦχον, 
πλήρη σειρὰ (ὀχτὼ) κατ᾽ ἦχον χοινωνικῶν τῆς Κυριαχκῆς (Αἰνεῖτε τὸν 
Κύριον) πάνω σὲ μακάμια., 
χοινωνικὰ καθημερινὰ καὶ ἐόρτια -- Σὲ τὴν ὑπερνοῦν..., ἦχος πλ. α΄, 
Εὐλόγησον τὸν στέφανον τοῦ ἐνιαυτοῦ -- ἦχος α΄, Ποτήριον -- βαρύς, 
Σῶμα Χριστοῦ — ἦχος TA. α΄, Ἐξηγέρθη -- ἦχος α΄ τετράφωνος, 
Ἀγαλλιάσθε -- ἦχος πλ. δ΄, Ἐσημειώθη ἐφ᾽ ἡμᾶς -- ἦχος δ΄, Εἰς 
μνημόσυνον — βαρύς, Ἐν τῷ φωτὶ τῆς δόξης -- ἦχος TA. α΄, Ἠγίασε τὸ 
σκήνωμα αὐτοῦ ὁ ὕψιστος, ἀλληλούια -- ἦχος δ΄ -- λέγετος, Τὸ πνεῦμα 
σου -- ἦχος TA. α΄, Μακάριοι οὗς ἐξελέξω — ἦχος α΄, Ψυχή μου. ψυχή 
μου -- κοινωνικό, ἦχος β΄, Λύτρωσιν ἀπέστειλεν -- ἦχος α΄ τετράφωνος. 
Γιὰ τὴν περίοδου Μεγάλης Τεσσαραχοστῆς — Μεγάλης Ἑβδομάδας ὁ 
Διονύσιος Φωτεινὸς ἔγραψε τρία μαθήματα: ἕνα δοξαστικὸ τοῦ Πάσχα, 
Ἀναστάσεως ἡμέρα, ἦχος πλ. α΄, Νῦν αἱ Δυνάμεις. χερουβικὸ Προηγιασμένης -- 
ἦχος α΄, καὶ ἕνα Ψυχή μου. ψυχή μου -- χοντάκιον τοῦ Μεγάλου Κανόνα σὲ ἦχο 
πλ. β΄ πά. 


2.2. Τὸ ἐξηγητικὸ ἔργο 


Ἀπὸ τὴ χειρόγραφη παράδοση χαὶ τὶς σημειώσεις τοῦ Nicolae M. Popescu 
συνάγεται ὅτι ὁ Διονύσιος Φωτεινὸς δὲν ἤξερε τὴ νέα μέθοδο γραφῆς τῆς 
ἐχχλησιαστικῆς μουσικῆς. Ὁ ἐρχομὸς τοῦ Πέτρου Μανουὴλ Ἐφεσίου στὸ 
Βουχουρέστι (κατὰ τὸ ἔτος 1816)” καί, στὴ συνέχεια, ἣ ἐπιτυχία αὐτοῦ στὸ 
Σχολεῖο φψαλτικῆς τέχνης στὴν πρωτεύουσα τῆς Οὐγγροβλαχίας φαίνεται νὰ 
ἔχουν περιορίσει τὴ μουσικὴ δημιουργία τοῦ Φωτεινοῦ. Τὰ χειρόγραφα δείχνουν 
ὅτι, ἀρχίζοντας ἀπὸ τὸ ἔτος 1814 καὶ μέχρι τὸ θάνατό του (τὸ ἔτος 1821), οἱ 
μουσικὲς ἐνασχολήσεις τοῦ Φωτεινοῦ ἔχουν μειωθεῖ, καθὼς ἣ προσοχὴ αὐτοῦ 
συγχκεντρώνεται πάνω σὲ ἱστορικὲς μελέτες. 


Ἐχτὸς ἀπὸ τὸ Ὦ πανύμνητε μῆτερ... ἑνὸς ἀνώνυμου σὲ ἦχο TA. δ΄. ὁ 6 


Διονυσιος Φωτεινὸς ἐξήγησε ἐπιπλέον 15 εἱρμοὺς καλοφωνικούς, οἱ ὁποῖοι 
ἀνήκουν σὲ συνθέτες τοῦ IZ’ aiwva: κυρίως στὸν Πέτρο Μπερεκέτη, ἀλλὰ καὶ 





34 Ὁ N. Μ. Popescu εἶναι ὁ μόνος ποὺ νομίζει ὅτι ὁ Φωτεινὸς ἐγνώριζε τὴν νέα μέθοδο γραφῆς 
τῆς ἐκχλησιαστικῆς μουσικῆς (Viea a si activitatea..., ὅ.π.. σ. 67). 


35.Α. Pann, Bazul teoretic..., 6.m., 6. XXXII. 


36 TS μάθημα ἔχει στὴν ἀρχὴ ἕνα χράτημα τὸ TO τό. 
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στὸν Παναγιώτη Χαλάτζογλου καὶ τὸν Μπαλάσιο Ἱερέα. 


2.3. Τὸ θεωρητικὸ ἔογο 


Ὁ ἴδιος 6 A. Pann, στὸ βιβλίο του Βάσις..., ἰσχυρίζεται ὅτι ὁ Διονύσιος 
Φωτεινὸς εἶναι ὁ συγγραφέας μιᾶς Πρακτικῆς καὶ Θεωρητικῆς διδασκαλίας 
τῆς ἐκκλησιαστικῆς μουσικῆς." Τὸ ἔργο αὐτό, γραμμένο κυρίως γιὰ τὸ 
ταμβοῦρο καὶ κεμὰν.... δ δυστυχῶς δὲ σώθηκε. Πιθανῶς νὰ παρουσίαζε ἕνα 
μέρος τῆς διδακτικῆς Tov ἐμπειρίας στὶς σχολὲς βυζαντινῆς μουσικῆς στὴ Μονὴ 
Caldarusani καὶ στὸ Βουκχουρέστι. 


B. To Livre de musique. Τὸ περιεχόμενο τοῦ χειρόγραφου 


Td βασικότερο μουσικὸ ἔργο tod Φωτεινοῦ εἶναι τὸ Livre de musique,? ἕνα 
ὡραῖο χειρόγραφο τὸ ὁποῖο βρίσκεται σήμερα στὴ Βιβλιοθήκη τοῦ ῬΡουμανικοῦ 
Πατριαρχείου στὸ Βουχουρέστι (EAA. yo. 185 - M. 198, ἔτος 1809). 
Ἀποκαλύφθηχε πρὶν ἀπὸ 60 χρόνια καὶ πλέον ἀπὸ τὸν Victor Papacostea.*” Ὁ 
τόμος βρισκόταν στὸ ἀρχεῖο τοῦ ἰατροῦ Ἠλία Φωτεινοῦ, δισέγγονου τοῦ 
διάσημου συγγραφέα τῆς Ἱστορίας τῆς πάλαι Δακίας... Στὸν πρόλογο τοῦ 
Ἀναστασιματαρίου (oth ρουμανικὴ γλώσσα) 6 A. Pann ἰσχυριζόταν ὅτι τὸ 
Ἀναστασιματάριο στὰ ἑλληνικὰ -- τὸ ὁποῖο βρίσκεται μαζὶ μὲ ἄλλα μαθήματα 
στὸ Livre de musique — εἶχε xaci.'' Ἑὐτυχῶς ὅμως, τὸ χειρόγραφο σώθηκε καὶ 
σήμερα βρίσκεται -- ὅπως ἔχει ἀναφερθεῖ παραπάνω -- στὴν Βιβλιοθήκη τοῦ 
ῬΡουμανικοῦ Πατριαρχείου στὸ Βουκουρέστι. 

Ὁ τόμος περιέχει 491 σελίδες. Ἀπὸ αὐτές, 54 εἶναι κενὲς (I-X, 325-343 καὶ 
464-491). Ἢ βιβλιοδεσία, πολὺ χκομψή, εἶναι ἀπὸ λεπτὸ κόκκινο δέρμα, μὲ 
πλούσια στολισμένη παρυφὴ μὲ χρυσό. Στὸ κέντρο τῆς παρυφῆς φαίνονται τὰ 
χεφαλαία D. Ν. καὶ verso τὸ F. Ἢ γραφὴ δείχνει τὴν ἴδια ἄριστη τέχνη 
καλλιγραφίας, ποὺ εἶναι χαραχτηριστικὴ γιὰ τὰ χειρόγραφα τοῦ Φωτεινοῦ." Οἱ 
τίτλοι καὶ τὰ ἀρχικὰ κάθε κεφαλαίου εἶναι ὡραῖα στολισμένα μὲ ἄνθη ἀπὸ 
χόχκκινο μελάνι καὶ μὲ χρυσὸ ἀντιφέγγισμα. 





37 A, Pann, Bazul teoretic..., 6.7., 0. XXVII. 

38 Ὁ x. σ. XXVIL 

39 Ἢ , ΟΝ , 2. N 2 - , 2 ~ ὦ ΕΝ N Ξ Η ΄ 
σημείωση αὐτὴ βρίσκεται ἐπὶ τὴ ράχη τοῦ βιβλίου. ἐκεῖ ὅπου ἔπρεπε νὰ εἰναι ὁ τίτλος του. 

ον, Papacostea, “Date noua...”, ὅ.π. 


“4A. Pann, NOUL ANASTASIMATAR. Tradus si compus dupa sistema cea veche a Serdarului 
Dionisie Fotino si Dedicat Prea Sfinitului gi de Dumnezeu alesului Episcop 1). D. FILOTEI 
BUZAUL de A. Pann, Bucuresti 1854, in tipografia lui Anton Pann (324 σελ.). σ. 1. 

42 © V. Papacostea θεωρεῖ ὅτι τὸ χειρόγραφο δὲν εἶναι γραμμένο ὁλόκληρο ἀπὸ τὸν Φωτεινό, 
χυρίως τὰ μουσικὰ χείμεναι.. V. Papacostea, “Date noua...”, ὅ.π., σ. 464, ὑπ. 6. 
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To πρῶτο ἔργο ποὺ βρίσκεται στὸ Livre de musique εἶναι to Δοξαστικάριον 
Νέον (εἰκόνα 4). Αὐτὸ περιέχει ἕναν πρόλογο (σ. XI-XIID ἀφιερωμένο στὸ φίλο 
καὶ προστάτη τοῦ Constantin Filipescu, ἀρχηγὸ τοῦ ἐθνικοῦ κόμματος: 

TQ TANEYTENEXTATQ TE ΚΑΙ ΠΕΡΙΦΑΝΕΈΣΤΑΤΩ ΑΡΧΟΝΤΟΣ 
ΜΕΓΑΛΟΥ ΒΕΣΤΙΑΡΙΟΥ KYPIQ ΜΟΙ ΚΥΡΙΏ ΚΩΝΣΤΑΝΤΙΝΟΥ͂ 
ΦΙΛΙΠΠΕΣΚΟΥ͂. Εὐμενέστατέ μοι εὐεργέτα! Ἀφιερώνοντας τόδε τὸ παρ᾽ 
ἐμοῦ φιλοπονηθὲν μουσικὸν βιβλίον τῶν δοξαστικῶν ὅλου τοῦ ἐνιαυτοῦ εἰς 
τὸ πανευγενέστατον αὐτῆς ὄνομα, ἔκρινα περιττὸν νὰ ἐνταυθῶ [sic] μὲ 
λόγους εἰς τὸ χαριτόβρυτον ὑποκείμενόν της. Ἐπειδὴ οὔτε διόπτρου, οὔτε 
γνώμονος ἢ κανόνος, οὔτε κλίμακος γεωμετρικῆς ἢ γωνίας μηχανικῆς ἢ 
διαβητῶν ἀναλογίας ἢ ὅσα ἄλλα τῆς ὑψηλῆς μαθήσεως ὄργανα δεῖται τὶς 
εἰς διάγνωσιν καὶ κατάληψιν τῶν πολυειδῶν χαρίτων της. Τὶς γὰρ ποτὲ μὴ 
ἀναίσθητων μὲν τὴν φύσιν, τυφλώττων δὲ τὴν ψυχήν. μήτε διεφθαρμένος 
κατὰ τοῦ νοὸς τὸ χριτήριον. οὐκ ἂν ὁμολογήσει τὴν ἐμπεφυκυίαν τοῦ 
τρόπου τὴς ἐπιείκειαν, τῆς γνώμης τῆς τὴν συμπάθειαν, τὴν πρὸς τοὺς 
ἐνδεεῖς συντρομήν. τὸ πρὸς ἅπαντας εὐπροσήγορον. τὸ πρὸς τὴν πατρίδα 
ὑπέρμαχον καὶ πρὸ πάντων τὴν ἔνθερμον αὐτῆς θεοσέβειαν. Ἀλλ᾽ ἐπὶ 
τούτοις καὶ ἣ μετριοφροσύνη τῆς ὑμετέρας πανευγενεστάτης μοι κορυφῆς. 
ἥτις ἔχει διὰ πανηγυριστὰς τὰς πράξεις καὶ οὐ τοὺς λόγους. ἣ βραχύτης 
τῆς ἐπιστολῆς καὶ ἣ ἐμὴ ἀδυναμία, ἐμφράττοντά μου τὸ στόμα εἰς σιωπήν. 
μὲ περιστέλλουν εἰς μίαν μόνην ταπεινὴν ἱκεσίαν. Καὶ δέομαι τῆς ὑμετέρας 
εὐμενεστάτης μοι διαθέσεως, ἵνα δεχθῆ ὡς μέγα τί τὴν ἀφιέρωσιν τοῦ 
μικροῦ τούτου δείγματος τῆς πρὸς αὐτὴν ἀπαραμίλλου εὐγνωμοσύνης μου: 
μικρὸν μὲν γὰρ ὡς πρὸς τὴν αὐτὴν καλοκαγαθίαν καὶ τὰ εἰς τὸν δοῦλον 
TNS ἐναποτεταμιευμένα εὐεργετήματα, μέγιστον δὲ ὡς πρὸς τὴν ἐμὴν 
ἀδυναμίαν. 

Οὐχ ἀλόγως δὲ ἐποίησα τὴν ἐκλογὴν ταύτην. ὅτι καὶ κατὰ προτροπήν 
TNS ὑπὲρ ἅπαντας φιλομούσου αὐτῆς πανευγένειας συνέθεσα τούτου καὶ 
κατὰ θεωρῶν ὅτι εἰς ἄκρον ἐφήδεται ταῖς ποικιλοφθόγγοις στροφαῖς τοῦ 
μέλους ἐπὶ τὴν τῶν λέξεων ἔννοιαν καὶ τέλος κατὰ χρέος μοι ἀπαραίτητον. 
διὰ τὴν ἀπειρίαν τῶν τοσούτων καὶ τηλικούτων εὐεργεσιῶν καὶ ἀπείρου 
εὔνοιας ὁπού καθ᾽ ἑκάστην ἀπὸ μόνην ἔμφυτον αὐτῆς ἀγαθὴν διάθεσιν ἐπὶ 
τὸν δοῦλον τὴς ἀφθόνως ἐχχέει. Ἔστω τοίνυν ὡς σημεῖον μνήμης 
ἀθανάτου. Ἐγὼ δὲ πληροφορώντας τὸ εἰλικρινὲς καὶ βαθύτατον σέβας τῆς 
ἐμῆς καρδίας, δουλικῶς ὑποσημειοῦμαι. 

Τῆς Ὑμετέρας περιφανοῦς πανευγενείας ἐλάχιστος δοῦλος. 
Διονύσιος Φ[ωτεινὸς] Β[ατάχος] 


Ὁ πρόλογος αὐτὸς ἔχει στὴ συνέχεια ἕναν ἀξιόλογο διάλογο ἀνάμεσα στὸ 
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συγγραφέα καὶ τὸ βιβλίο του. μέσα στὸν ὁποῖον ὁ ἴδιος ἐχφράζει «τὶς ἰδέες καὶ 
τὰ αἰσθήματα ἑνὸς λόγιου ἱκανοῦ γιὰ τὴν αὐταπάρνηση xual τὸ ἄριστο 
διανοούμενο πάθος». Ἐπίσης δηλώνεται «ἣ ἐξομολόγηση τῶν μεγάλων 
προσπαθειῶν τὶς ὁποῖες ἔκανε γιὰ νὰ τελειώσει μὲ ἐπιτυχία τὸ ἔργο αὐτό» (σ. 
XIV): 

Ὁ ποιητὴς πρὸς THY BiBAov. 

Βίβλε ποθητή! αὐτὸς μὲν ὡς μόχθοις, νοός LOL TE 

τύρβη ὅση ἐτόνισά σε καὶ σώματος μεγίστοις 

ἰδρῶσιν σ᾽ εἰς κάλλος ἔγραψα θνήσκω, ἐξ ὧν πὲρ 

στοιχείων συντέθειμαι λελυμένος, σὺ δ᾽ ἐπίμεινον 

καὶ ὡς ἀηδὼν ποικιλόφθογγος μελώδει 

ἱεροῖς ἐν ναοῖς τὰ Θεοῦ NU μεγαλεῖα. 

Ἀλλ᾽ ὦ φίλη Βίβλε! ὅρα ἔλθῃς ἐπὶ χεῖρας 

ἀνδρῶν ἀμαθῶν κακοφώνων καὶ φεξόντων σε 

βασχκάνων. Ἀεὶ δὲ πρόστρεχε. ἔμμενε κόλποις 

φιλούντων σε νοῶν ἠδ᾽ εὐμαθῶν καλοφώνων. 

‘H γὰρ πού οὗτοι τὸ τ᾽ ἔντεχνον ὁρῶντες ἐναργῶς 


τηρήσουσι πολλοῦ ὡς ἄξιον ἕρμαιον ἀεί. 


Ἡ Βίβλος πρὸς τὸν ποιητήν. 

Χεῖρα μὲν σὴν λίθος τὶς χρύφει; κόνις σώματός GOL τὲ 
τὴ γῆ συγχερνᾶται. Ἐγὼ δὲ ἐνώπιον κτίστου 

ὑφίστου τε Θεοῦ τοὺς σούς φθόγγους διὰ παντὸς 

ἄσω ᾧπερ πᾶσαι δυνάμεις ἔμφοβοι πάνυ 

τῶν οὐρανῶν. φυχαί τε δικαίων παρέζονται, 

οὔ τε παναγνὸν μητρὸς πρεσβείαις ἢ δὲ συμπάντων 
τῶν ἁγίων. τὸν νοῦν τῆς ψυχῆς τῆς αὐλοῦ σου 


εἰσαεῖ μαθέξει τέρψεως πλείστης, ὁ γένοιτο. 





3 v7. Papacostea, “Date noua...”, ὅ.π., σ. 464. 
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Εἰκόνα 4: ΔΟΞΑΣΤΙΚΑΡΙΟΝ NEON, ‘EAA. Xp. 188 -- Μ. 198 (ἔτος 1809) 
Βιβλιοθήκη τοῦ Ρουμανικοῦ Πατριαρχείου, Βουκουρέστι 


Ἢ πρώτη σελίδα τοῦ Νέου Δοξαστικαρίου ἀρχίζει μὲ μία 
ἐπιχκεφαλίδα, στὴν ὁποία βρίσκεται ἔγχρωμη μιχρογραφία μὲ χρυσὸ 
ἀντιφέγγισμα, ἣ ὁποία ἀπεικονίζει τὴν Κωνσταντινούπολη, τὸν Γαλλατὰ 
καὶ τὸ Daveor. Στὴ συνέχεια ἔχει ἕναν τίτλο: 


ΔΟΞΑΣΤΙΚΑΡΙΟΝ NEON, περιέχων ἅπαντα τὰ τῶν ἑορτῶν τοῦ 
ἐνιαυτοῦ δοξαστικά. Συντεθὲν καθ᾽ ὕφος ἐννοηματικόν. εὔρυθμον καὶ 
φθορικόν. Hap’ ἐμοῦ Διονυσίου Βατάχου, τοῦ ἐκ Παλαιῶν Πατρῶν τῆς ἐν 
Πελοποννήσῳ Ἀχαΐας, πρὸς χάριν τοῦ πανευγενεστάτου τε χαὶ 
περιφανεστάτου ἜἌρχοντος Μεγάλου Βεστιάριου Κυρίου Κυρίου 





4 Ἢ μιχκρογραφία αὐτὴ ἀποτελεῖ δεῖγμα τῆς -- γνωστῆς πρὸς τὴν ζωγραφικὴν -- ροπῆς τοῦ 
Διονυσίου Φωτεινοῦ. 
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Κωνσταντίνου Φιλιππέσχου., τοῦ εὐμενεστάτου μοι καὶ εὐεργετικωτάτου. 
Ἐν Βουκουρεστίῳ τῆς Οὐγγροβλαχίοις τῷ αωθ΄. Μὴν: Σεπτέμβριος εἰς τὴν 
α΄-ἣν τοῦ Ἁγίου Συμεὼν τοῦ στυλίτου. 

Στὴ σελίδα 220 τελειώνει τὸ Νέον Δοξαστικάριον καὶ στὴ σελίδα 221 
ἀρχίζει τὸ Τριώδιον, τὸ ὁποῖο ἐκτείνεται ἕως τὴ σελίδα 293. Στὴ συνέχεια, 
ἔχουμε τὸ Πεντηκοστάριο (σ. 294-329), τὸ ὁποῖο τελειώνει μὲ τὶς λέξεις «Τέλος 
τῷ δὲ Θεῷ δόξα». Στὴν ἑπόμενη σελίδα (σ. 324), στὸ κέντρο, ὁ Φωτεινὸς 
ἀναφέρει τὴν ἡλικία στὴν ὁποία ἔγραψε τὸ χειρόγραφο: «Τῷ λβ΄ ἔτος τῆς ἐμῆς 


ν᾿ 2) 


ἡλικίας». Ἀκολουθοῦν: τὸ περιεχόμενο (φ. 325-328) καὶ ἄλλες 15 κενὲς σελίδες. 


Στὴ σελίδα 343 ἀρχίζει τὸ Νέο Ἀναστασιματάριο (εἰκόνα 5), τὸ ὁποῖο 
περιέχει 112 σελίδες, τῶν ὁποίων προηγοῦνται ὁ τίτλος τοῦ ἔργου καὶ ἕνα 
ἀφιέρωμα στὸν Stefan Bellu. Τὸ χειρόγραφο τελειώνει μὲ Τὰ ἕνδεκα ἰδιόμελα 
ἑωθινὰ (σ. 444), στὸ τέλος τῶν ὁποίων ὁ Διονύσιος Φωτεινὸς προβαίνει σὲ ἕνα 
χαρακχτηρισμὸ τοῦ μουσικοῦ γένους του (σ. 454): «Τόδε ὑπάρχει σύνθεμα...».ὅ 


Οἱ τελευταῖες 16 σελίδες εἶναι κενές. 


I’. Τὸ Νέον ᾿Ἀναστασιματάριον 


To Livre de musique παρέμεινε δυστυχῶς ἄγνωστο σὲ ὅλους τοὺς 
μουσιχκολόγους ποὺ ἔχουν ἀσχοληθεῖ μὲ τὴν ἱστορία τῆς ἐκχχλησιαστιχῆής 
μουσικῆς στὴ Ῥουμάνιο. Ἀκόμη χειρότερο ἦταν τὸ γεγονὸς ὅτι τόσο τὸ 
χειρόγραφο ποὺ παρουσιάσθηκε παραπάνω.“ ὅσο καὶ ἄλλα χειρόγραφα ποὺ 
φέρουν τὴν ὑπογραφὴ τοῦ Διονυσίου ἀπὸ τὴν Ἀχαΐα τῆς Πελοποννήσου ἢ τοῦ 
Διονυσίου Βατάχου χ.ἄ. δὲν θεωρήθηκαν ὡς ἔργα τοῦ Σερδάρη, ἀλλὰ κάποιου 
Βατάχου, δημιουργώντας μιὰ σύγχυση ἀνάμεσα στὸ ὄνομά τοῦ χαὶ τὸν 
χοινωνικό TOV τίτλο. Ὅπως εἶναι γνωστό, ὁ Διονύσιος -- πρὶν γίνει Σερδάρης“ - 
ἦτον στὴν κοινωνικὴ ἱεραρχία ἐκείνης τῆς ἐποχῆς ὁ Βατάχος τοῦ AtBaviov.® 





45 BA. παρακάτω Τὸ Νέον Ἀναστασιματάριον. 


46 Nicu Moldoveanu, Catalogul manuscriselor vechi bizantine. BA. καὶ τὴ διδακτορικὴ διατριβὴ τοῦ 
ἰδίου: Izvoare ale cantarii psaltice in Biserica Ortodoxd Romana. Manuscrisele muzicale vechi bizantine 
din Romania (grecesti, romanesti si romano-grecesti), pand la inceputul secolului al XIX-lea, στό: 
Biserica Ortodoxa Romana 92 (1974), o. 220. Ἐπίσης, tod αὐτοῦ, “Manuscrise muzicale bizantine 
cu notaie antechrysantica din Biblioteca Sf. Sinod si Biblioteca Palatului Patriarhal din 
Bucuresti”, στό: Glasul Bisericii 34 (1975), o. 808. 


“7 ΑΣερδάρης ἦτο ἀξίωμα τὸ ὁποῖον ἔφερεν ὁ ἀρχηγὸς τοῦ ἱππικοῦ». A. Φωτεινοῦ, Ἱστορία... 
tou. I’, σ. 502. 

48 Τὸ Βατάχος ἦτο ἀξίωμα τῆς ἐν Μολδοβλαχίᾳ Αὐλῆς καὶ ἐσήμαινε τὸν ἔπαρχον ἢ 
ἐπιθεωρητὴν ἢ καὶ τὸν ἐπιμελητὴν κτήματος. BA. προχείρως Η. Sarafidi, Λεξικὸν Povyavo- 
ἑλληνιυκόν, Constan ἃ (1922), ἐν λέξει vataf. Παρὰ Δ. Οἰκονομίδου, “Διονυσίου Φωτεινοῦ...", 
ὅ.π.. σ. 95, ὑπ. 62. BA. καὶ AL. Rosetti, στὸ Istoria limbii romane, τόμ. I, Βουκουρέστι (1978), σ. 
526 (Vattas — τουρκικὰ = Booxdc, τσοπάνος, vatan = πατρίδα, χώρα- Vatah — βουλγαρικά). Γιὰ 
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Kata τὴ διάρκεια τῆς ζωῆς tov ὁ Διονύσιος Φωτεινὸς ἔγραψε διάφορα 
χειρόγραφα, τὰ ὁποῖα βρέθηκαν στὴ Ρουμανία, τὴν “EAAGSa καὶ τὸ Ἅγιον Ὄρος. 
μὲ τὶς ἑξῆς παραλλαγὲς τοῦ ὀνόματός του: Διονύσιος Φωτεινός, Διονύσιος 
Βατάχος. Διονύσιος ἢ Διονυσάκης Μωραΐτης. Διονύσιος τοῦ Πελοποννησίου. 
Διονύσιος τῶν Παλαιῶν Πατρῶν. κὺρ Διονύσιος -- Διονυσάκης Μωραΐτης. 
Πελοποννησίου, Διονύσιος Σερδάριος %.T.A. 


Τὸ Νέον Ἀναστασιματάριον ποὺ βρίσκεται στὸ Livre de musique ξεχωρίζει 
ἀπὸ τὸν τίτλο, τὸ ὑφολογικὸ καὶ αἰσθητικὸ μέγεθος τοῦ συγγραφέα καὶ τὸν 
τόπο συγγραφῆς του (φ. 184r): 


Ἀναστασιμαιτάριον νέον. σύντομον. εὔρυθμον. καὶ κατὰ νόημα συντεθέν. 
παρὰ ἐμοῦ Διονυσίου Βατάχου τοῦ ἐκ Παλαιῶν Πατρῶν. τῆς ex 
Πελοποννήσῳ Ἀχαΐας, προτροπῇ τοῦ ἄρχοντος παχάρνημκ Στεφάνου Πελίου, 
πρὸς χάριν τῶν Ex τῷ τῆς Οὐγγροβλαχίας Βουχουρέστιο φιλομούσων κατὰ 


ow, 


μήνα Σεπτέβριον τῷ aw’ ἔτος. 
Στὸ τέλος τοῦ ἔργου tov ὁ Διονύσιος κάνει σύντομο χαρακτηρισμὸ τοῦ 
μουσικοῦ tov ὕφους πάνω σὲ πολὺ γνωστὸ δεκαπεντασύλλαβο στίχο: 
Τόδε ὑπάρχει σύνθεμα, ἐμοῦ Διονυσίου 
ἐκ τῶν Πατρῶν τῆς Πόλεως, τοῦ Πελοποννησίου. 
ὅπερ πρὸς χάριν γέγονε, τῶν φιλομούσων μόνων, 
οἵτινες κρίνουσιν ὀρθῶς καὶ νόημα καὶ τόνον. 
Τὸ ὕφος ἔχει σύντομον. εὐρύθμους τὰς συνθέσεις, 
τὸ μέλος κατὰ νόημα, μὲ φθορικάς τε θέσεις. 
Μανθάνειν ἔξεστι λοιπόν. λογίοις καλοφώνοις, 
ἀλλ᾽ οὗ τοῖς ἀμαθέσι δέ, ἅμα καὶ κακοφώνοις. 
Καὶ ἔστω εἰς μνημόσυνον. τοῦ φιλομούσου ὄντως, 


αἰτίου τε καὶ προτρεπτοῦ καὶ "LOD τοῦ κοπιῶντος. 





τὰ διάφορα ἀξιώματα βατάχων, BA. Διονύσιος Φωτεινός, Totooia..., τόμ. HI, σ. 533-534, 431, 
438-439, 517-518, ὅπου καταγράφονται καὶ οἱ μισθοί τους: Neagu Djuvara, Le pays roumain 
entre Orient et Occident..., Publications Orientalistes de France (1988): N. Iorga, Contribu ii la 
istoria literaturii romane la inceputul secolului al XLX-lea, AARMSL, o. I, 29 (1906-1907). Ἐπίσης 
ὁ N. Γ. Σβορώνος λέγει ὅτι ὁ Φωτεινὸς «ἦταν ἁπλοῦς βατάχος tod Διβανίου, ὑπὸ τὴν 
προστασίαν τοῦ μεγάλου Μπάνου Δημητράχη Γκίκα, εἰς τὴν οἰκίαν τοῦ ὁποίου ἔμενεν ἴσως 
ὡς διδάσκαλος τῶν τέκνων Tov ἢ ἁπλῶς ὡς ἄνθρωπος τοῦ σπιτιοῦ του» (N. Γ. Σβορώνου, “Ὁ 
Διονύσιος Φωτεινός..."., ὅ.π.. σ. 140). 


“ Tia τὰ δεκαπεντασύλλαβα στὴν ἐκκχλησιαστικὴ μουσική, BA. Te. ©. Στάθη, Ἡ 
δεκαπεντασύλλαβος Ὑμνογραφία ἐν τῇ Βυζαντινῇ Μελοποιίᾳ. Ἵδρυμα Βυζαντινῆς 
Μουσικολογίας (IBM), Μελέται 1, Ἀθήνα (1977). 
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Eixéva 5: ANAXTAXIMATAPION NEON, ‘EAA. Xo. 185 — M. 198 (ἔτος 1809) 
Βιβλιοθήκη τοῦ Ρουμανικοῦ Πατριαρχείου, Βουκουρέστι 

Εὐτυχῶς ὁ τόμος αὐτὸς -- ὁ ὁποῖος μνημονεύεται τὸ 1944 ἀπὸ τὸν Victor 
Papacostea χαὶ ὕστερο θεωρεῖτο χαμένος -- βρίσκεται σήμερα στὴ Βιβλιοθήχη 
τοῦ Ρουμανικοῦ Πατριαρχείου στὸ Βουκουρέστι. Καὶ 6 A. Pann -- στὸν πρόλογο 
τοῦ Νέου Ἀναστασιματαρίου ποὺ μετέφρασε καὶ ἐξέδωσε στὰ ρουμανικὰ τὸ 
1854°° — ἧταν σίγουρος γιὰ τὴν ἐξαφάνιση καὶ τὴν κακὴ τύχη τοῦ ἔργου αὐτοῦ: 
«... τὸ Ἀναστασιματάριο στὰ ἑλληνικὰ κάηχε τὸ ἔτος 1847, τὸ γεγονὸς αὐτὸ 
ἔγινε στὸ ναὸ τοῦ Ayiov Δημητρίου» .δἢ 


Σίγουρο εἶναι ὅτι, παρὰ τὶς δύσκολες καταστάσεις ἀπὸ τὶς ὁποῖες πέρασαν 





5° BA. τὴν ὑπ. 41. 
51 Anton Pann, NOUL ANASTASIMATAR, 6.7., σ. 1. 
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τὰ Ἀναστασιματάρια αὐτά, σώθηχκαν τρία χειρόγραφα ποὺ περιέχουν τὸ 
Ἀναστασιματάριο τοῦ Φωτεινοῦ: 


1. ‘EAA. yo. 185 -- Livre de musique, αὐτόγραφο τοῦ Διονυσίου Φωτεινοῦ (ἔτος 
1809), 491 σελίδες, στὴ Βιβλιοθήκη τοῦ ῬΡουμανικοῦ Πατριαρχείου στὸ 
Βουχουρέστι. Ἀναστασιματάριο ἀπὸ τὰ φ. 184r (343) -- 245r (354): 


φ. 184r -- Ἀναστασιματάριον νέον. σύντομον. εὔρυθμον. καὶ κατὰ 
νόημα συντεθέν. παρ᾽ ἐμοῦ Διονυσίου Βατάχου τοῦ ἐκ Παλαιῶν 
Πατρῶν τῆς ἐν Πελοποννήσῳ Ἀχαΐας. Προτροπὴ τοῦ εὐγενεστάτου 
ἄρχον [sic] Παχάρνηκου κύριου Στεφάνου Πέλιου. Πρὸς χάριν τῶν ἐν 
τῷ Βουκουρεστίω φιλομούσων. ἐν μήνα Ἰουλίῳ. τοῦ αωθ΄ ἔτους. 

«Τῶν ἥχων πρῶτος ἔρχεται ὡς πρῶτος πρῶτα φέρων / τοῦ μέλους 
νικητήρια μεθ᾽ ἡδονῆς προφέρον [sic]». Ἦχος α΄. Κύριε ἐκέκραξα. Τὰ 
ἀναστάσιμα. τοῦ α΄ ἥχου. 

φ. 191r -- «Ὁ δεύτερος δὲ ἕπεται δευτέραν τάξιν ἔχων / τῇ μελιρρύτῳ 
ἡδονῇ τὸν πρῶτον ὑπερέχω [sic]». "Hyog β΄. Κύριε ἐκέκραξα. Τὰ 
ἀναστάσιμα τοῦ β΄ ἥχου. 

φ. 198r -- «Ὁ τρίτος ὄστες [sic] ἄρχεται ἁπλούστατος τυγχάνει. Πλὴν 
ἀνδρηκῶς [sic] ἁρμονικός, προσηρμοσμένος πάνη [5ϊ|ς]». Ἦχος γ΄. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα TOD γ΄ ἤχου. 

φ. 204v - «Ὁ τέταρτος νῦν ἄρχεται ἣ χλεῖς τῆς συμφωνίας, ὁ 
πανηγυρικότοτος καὶ πλήρης εὐφωνίας». Ἦχος δ΄. Κύριε ἐκέκραξα. Τὰ 
ἀναστάσιμα. τοῦ δ΄ ἤχου. 

@. 212r -- -«Πλαγίων πρῶτος δ᾽ ἕπεται O πέμπτος καὶ εὐσχήμων. ὁ 
ἀρχηστὴς καὶ θρηνωδὸς καὶ λίαν φιλοικτήρμων». Ἦχος TA. α΄. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα τοῦ TA. α΄ ἤχου. 

φ. 220r - «Ex τοῦ δευτέρου πλάγιος ἀκολουθεῖ, ἐκφέρον [sic] 
διπλοσυνθέτους ἠδονᾶς, ὦπερ θρήνων καὶ χαίρων». Ἦχος TA. β΄. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα. τοῦ TA. β΄ ἤχου. 

φ. 227r -- «Ὁ βαρὺς κλῆσιν εἰληφῶς, σὺν τούτοις μελωδεῖται, ποικίλος, 
πολυσύνθετος χαὶ τοῖς ἁπλοῖς φιλεῖται». Ἦχος πρωτοβάρος. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα τοῦ βαρέως ἤχου σὲ διατονικὸ βαρὺ ἐκ τοῦ 
Ζῶ. 

@. 233v -- «Ὁ δὲ τέταρτος πλάγιος ὧν σοβαρὸς τὸ μέλος ὡς ἄκρος ἐν 
τοῖς φθόγγοις του ἐτέθη εἰς τὸ τέλος». Ἦχος πλ. δ΄. Κύριε ἐκέκραξα. 
Τὰ ἀναστάσιμα: τοῦ TA. δ΄ ἤχου. 
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φ. 240r -- Τὰ ἕνδεκα ἰδιόμελα ἑωθινά. 


φ. 245r — Τέλος. Τόδε ὑπάρχει σύνθεμα.... 


2. “EAA. xo. 1310, BARB, 26 (17 ἐκ., 92 φύλλα). Τὸ χειρόγραφο αὐτὸ φαίνεται 
πιστὸ ἀντίγραφο τοῦ Ἀναστασιματαρίου τὸ ὁποῖο ἔκανε ὁ Κωστάκε, μαθητὴς 
στὴν Μονὴ Ἀνθίμου, τὸ ἔτος 1811. Τὸ περιεχόμενο τοῦ χειρόγραφου εἶναι τὸ 
ἑξῆς: 
φ. Ir -- Ἀναστασιματάριον νέον. σύντομον. εὔρυθμον. καὶ κατὰ νόημα 
συντεθέν. παρ᾽ ἐμοῦ Διονυσίου Βατάχι [sic] τοῦ ἐκ Παλαιῶν Πατρῶν. 
τῆς ἐν Πελοποννήσῳ Ἀχαΐας προτροπὴ τοῦ ἄρχον [sic] Παχαρνήκου 
Στεφάνου Πέλιου. πρὸς χάριν τῶν ἐν τῷ τῆς Οὐγγροβλαχίας 
Βουκουρέστιῳ φιλομούσων κατὰ μήνα Σεπτέβριος [sic] τῷ awl 
ἔτους. 
«Τῶν ἤχων πρῶτος ἔρχεται ὡς πρῶτος πρῶτα φέρων, τοῦ μέλους 
νηχητήρια μεθ᾽ ἡδονῆς προφέρον [sic]». Ἦχος α΄. Κύριε ἐκέκραξα. Τὰ 
ἀναστάσιμα τοῦ α΄ ἤχου. 
φ. 10r -- «Ἀρχὴ τοῦ β΄ ἤχου. Ὁ δεύτερος δὲ ἕπεται δευτέραν τάξιν ἔχων. 
τῇ μελιρρύτῳ ἡδονῇ τὸν πρῶτον ὑπερέχω [sic]». Ἦχος β΄. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα τοῦ β΄ ἤχου. 
φ. 18r -- «Ὁ τρίτος ὄστες [sic] ἄρχεται ἁπλούστατος τυγχάνει. Πλὴν 
ἀνδρηκχκῶς [sic] ἁρμονικός, προσηρμοσμένος πάνη [Sic]». Ἦχος γ΄. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα τοῦ γ΄ ἤχου. 
φ. 26r — Ἦχος δ΄. «Ὁ τέταρτος νῦν ἄρχεται ἣ κλεῖς τῆς συμφωνίας, ὁ 
πανηγυρικότατος καὶ πλήρης εὐφωνίας». Ἦχος δ΄. Κύριε ἐκέκραξα. Τὰ 
ἀναστάσιμα τοῦ δ΄ ἤχου. 
φ. 36r - Τὰ ἕνδεκα ἰδιόμελα ἑωθινά. Ἀκολουθοῦν τὰ πρῶτα πέντε 
ἑωθινὰ δοξαστικά. 


ς 


φ. 39r - «Πλαγίων πρῶτος δ᾽ ἕπεται ὁ πέμπτος “al εὐσχήμων, ὁ 
ἀρχηστὴς καὶ θρηνωδὸς καὶ λίαν φιλοιχτήρμων». Ἦχος TA. α΄. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα. τοῦ TA. α΄ ἤχου. 

φ. 49r -- «Ἀχολουθῇ [sic] δὲ ὁ πλάγιος, τοῦ δεύτερου ὁ ἐχφέρον [sic] 
διπλοσυνθέτους ἠδονᾶς, ὥπερ θρήνων xal χαίρων». Ἦχος TA. β΄. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα τοῦ πλ. β΄ ἤχου. 

φ. 57r -- «Ὁ βαρὺς χλῆσιν εἰληφῶς, σὺν τούτοις μελωδεῖται, ποικίλος, 
πολυσύνθετος καὶ τοῖς ἁπλοῖς φίλειται». Ἦχος πρωτοβάρος. Κύριε 
ἐκέκραξα. Τὰ ἀναστάσιμα. τοῦ βαρέως ἤχου σὲ διατονικὸ βαρὺ ἐκ τοῦ Ζῶ. 
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φ. 64v — Τὸ ὄνομα τοῦ γραφέως KOX TAKE. 

φ. 65r — «Ὁ δὲ τέταρτος πλάγιος ὧν σοβαρὸς τὸ μέλος ὃς [Sic] ἄκρος ἐν 
τοῖς φθόγγοις του ἐτέθη εἰς τὸ τέλος». Ἦχος πλ. δ΄. Κύριε ἐκέκραξα. 
Τὰ ἀναστάσιμα τοῦ TA. δ΄ ἤχου. 

φ. T1lv -- Τέλος ἦχος TA. δ΄ (στὰ ρουμανικά). 

φ. 72r-74v -- Ἀκολουθοῦν τὰ ὑπόλοιπα ἕξι ἑωθινά. Τὸ τοῦ βαρέως ἤχου 
σὲ διατονικὸ πρωτόβαρυ. 

φ. 74v -- Τέλος. Τόδε ὑπάρχει σύνθεμα... 

φ. 74v - Καὶ ἔγραψα μὲ χέρι φτιαγμένο ἀπὸ τὸ χῶμα καὶ ποιὸς θὰ 
διαβάζει ὅλα θὰ μὲ θυμίζει μέχρι τὴν αἰωνείαᾳ. Ἐγὼ Κωστάκε 
μαθητής. στὰ 1811 ἔτος [sic], Μαΐου 28 [Si am scris cu mana de tarana 
si cine va citi tot, ma va pomeni acum pana in veci. Eu, Kostake, ucenic]. 
@. 76r-77v - Totnua ἐμοῦ Μακάριου ἱεροψάλτη [Γολγοθάνου. 
Tevoaobe, ἦχος γ΄. Τὸ κοινωνικὸ μετὰ νενανισμού. 

φ. 77ν -- Τὸν Πατέρα προσκυνήσωμεν, ἦχος α΄. Μετὰ τερρετισμού. 

φ. 80r-84v -- Ἄγραφα φύλλα. 

@. 85r - Πολυέλεος ψαλλόμενος εἰς τὰς Κυριακᾶς τῆς μεγάλης 
Τεσσαρακοστῆς ποιηθῆς [sic] mao’ ἐμοῦ Διονυσίου τοῦ ἐκ Παλαιῶν 
Πατρῶν τῆς ἐν Πελοποννήσῳ Ayatac περισσότερον. Τῷ αωιδ΄. Ἦχος 
πλ. δ΄. Ἐπὶ τὸν ποταμὸν Βαβυλῶνος. 

φ. 89r -- Δύναμις, Ἅγιος ὁ Θεὸς..., ἦχος TA β΄. 

φ. 91r - Μία μικρογραφία, ἣ ὁποία παρουσιάζει ἕναν ἄνθρωπο μὲ 
δυτικὴ ἐνδυμασία. καὶ μὲ joben (καπέλο). 


φ. 91v-92v -- Σημειώσεις χωρὶς σημασία. 


3. “EAA. yo. 741 (527) [εἰκόνα 6], BARB, νέα γραφή, 83 φύλλα, 27,5 x 21,5 ἐκ., 
χαρτί, ἣ ovoxevacta ἀπὸ χαρτόνι. Ἐξήγηση παρὰ τοῦ A. Pann τὸ ἔτος 1853- 


1854, ἕνα χρόνο πρὶν πεθάνει (1855), ὑπὸ τὴν προτροπὴ τοῦ μητροπολίτου 


Μολδαβίας losif Naniescu. Προέρχεται ἀπὸ τὴ βιβλιοθήκη τοῦ μητροπολίτου 


losif Naniescu. Αὐτόγραφο τοῦ Anton Pann. 


φ. tr — Ἀναστασιματάριον νέον. σύντομον. εὔρυθμον καὶ κατὰ νόημα 
συντεθέν. παρὰ Σερδάρου Διονυσίου Φωτεινῶ., νῦν δὲ ἐξηγήθη κατὰ 
τὴν νέαν μέθοδον παρὰ ἐμοῦ Ἀντωνίου Πάνν. 


φ. 1τ-δὃν -- Ἀναστασιματάριο. 
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Εἰκόνα 6: ANAXTAXIMATAPION NEON, ‘EAA. yo. 741 (527), ἔτος 1853-1854 
Βιβλιοθήκη τῆς Ρουμανικῆς Ἀκαδημίας Bouxoveeotiou 

φ. ὃν -- «Τὸ βιβλίο αὐτό, τὸ Ἀναστασιματάριο τοῦ Διονυσάκη Φωτεινοῦ 
μεταφρασμένο ἀπὸ τὸν Κύριο Anton Pann ἀπὸ τὸ σύστημα τῶν 
ἐχχλησιαστικῶν μαθημάτων μὲ τὰ παλαιὰ περίπλοκα σημάδια. στὸ νέο 
σύστημα μὲ τὰ ἴδια ἁπλοποιημένα σημάδια, εἶναι μεταφρασμένο 
[ἐξηγημένο] καὶ γραμμένο ἀπὸ τὸν ἴδιον κύριον Anton Pann μὲ τὸ δικό 
tov χέρι τὸ ἔτος 1853-1854, κατὰ τὴν συμφωνία τὴν ὁποία εἴχαμε μαζί. 
Γιὰ αὐτὸ ἔγραψα ἐδῶ γιὰ τὴν αἰωνιότητα ἐν ἔτος 1899. T Iosif 
Naniescu, Μυητροπολίτης Μολδαβίας ἐν ἔτος 1899, Μαΐου 29 (Aceasta 
carte, Anastasimatarul lui Dionisake Fotino ἰγϑαιιβᾶ de Dl Anton Pann 
dupa sistima cantarilor bisericesti cu notele cele vechi complicate in 
sistema cea noua cu aceleasi note simplificate, este tradusa si scrisd de 
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insusi Dl Anton cu mana sa proprie in anul 1853-54, pentru mine 
subsemnatul dupa inelegerea ce am avut amdndoi; pentru aceea am 
scris aici spre eternd pomenire, in anul 1899. J Iosif Naniescu, 
Mitropolitul Moldovei, in anul 1899, Maiu 29). 


φ. 59r - 64v — Τὰ ἕνδεκα ἰδιόμελα ἑωθινά. 
φ. 64v — Τόδε ὑπάρχει σύνθεμα... 
φ. 65r - 83v — Κενὰ φύλλα. 


Ὅπως εἶναι γνωστό, κατὰ τὴ φαναριώτικη ἡγεμονία ἣ Οὐγγροβλαχία καὶ ἣ 
Μολδοβλαχία ἦταν τὰ πιὸ “πιστὰ λειτουργικὰ κέντρα τῆς Πόλης. στὰ ὁποῖα ἣ 
Πολίτικη μουσικὴ παράδοση ἀχολουθεῖτο -- σχεδὸν πάντα -- ὄχι μόνο στὰ 
φαλτήρια τῶν μητροπολιτικῶν ναῶν τοῦ Βουκουρεστίου καὶ τοῦ Ἰασσίου, ἀλλὰ 
χαὶ σὲ ἄλλους ναοὺς τῶν χωρῶν αὐτῶν. Ὁ Φωτεινὸς εἶχε σπουδάσει στὴν 
Κωνσταντινούπολη ἀλλὰ καὶ στὴν Αὐθεντικὴ Ἀκαδημία τοῦ Bovxovgeotiov. 
Αὐτὸς φαίνεται πὼς ἦταν ὁ πιὸ ἀγαπημένος καὶ σεβαστὸς ἕλληνας μελοποιὸς 
ποὺ ἔδρασε στὴν πρωτεύουσα τῆς Βλαχιᾶς χαθ᾽ ὅλην τὴν περίοδο τῆς 
φαναριώτικης ἡγεμονίας. 

Τὸ Ἀναστασιματάριό Tov -- ὅπως καὶ ὁλόκληρο τὸ μουσικό τοὺ ἔργο -- παρ᾽ 
ὅλο ποὺ ἀποτελεῖ τοπικὴ παράδοση. ἔχει μεταφραστεῖ στὴ ρουμανικὴ γλώσσα 
καὶ ἔγινε, μαζὶ μὲ τὸ Ἀναστασιματάριο τοῦ Πέτρου Ἐφεσίου, τὸ βασικὸ 
ἐγχειρίδιο στὴν ἐχπαίδευση τῆς βυζαντινῆς μουσικῆς στὶς Ρουμανικὲς Χῶρες 
καθ’ ὅλη τὴ διάρχκεια τοῦ ιθ΄ αἰώνα. Χωρὶς αὐτὸ τὸ βιβλίο ἣ ρουμανικὴ 
ἐχπαίδευση καὶ παράδοση τῆς ψαλτικῆς τέχνης θὰ ἦταν ἐλλιπεῖς. Εἴμαστε 
σίγουροι ὅτι ἣ ἀξία τοῦ ἔργου ποὺ παρουσιάσαμε εἶναι ἀνεχτίμητη καὶ τὸ 
τοποθετεῖ δίπλα στὰ μεγαλύτερα ἔργα ποὺ ἀποτελοῦν τὸ ρεπερτόριο τῆς 
μεταβυζαντινῆς μουσικῆς. 





52. Nicolae Gheorghi 4, “The Byzantine Chant in the Romanian Principalities during the 
Phanariot Period (1711-1821)”, στό: Composing and Chanting in Orthodox Church, Proceedings of 
the Second International Conference on Orthodox Church Music, The International Society of 
Orthodox Church Music & University of Joensuu, Finland (2009), o. 65-97. 
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LTO ANALTALIMATAPIO TOY AIONYZIOY ΦΩΤΕΙΝΟΥ: 
ΗΧΟΣ BAPY2* 


1. Eoaywynh 


Τὸ βασικότερο LOVOLKO ἔργο τοῦ Διονυσίου Φωτεινοῦ εἶναι τὸ Livre 
de musique, ἕνα ὡραῖο χειρόγραφο τὸ ὁποῖο βρίσκεται σήμερα στὴ 
Βιβλιοθήκη τοῦ Ρουμανικοῦ Πατριαρχείου στὸ Βουκουρέστι (ἑλλ. 
xQ. 185 - Μ. 198, ἔτος 1809). O κώδικας περιέχει τα ἀκόλουθα έργα: 
το Δοξαστικάριον Νέον, το Τριώδιον, το Πεντηκοστάριω και to Νέο 
Αναστασιμάριο.: 


* THEORIA AND PRAXIS OF THE PSALTIC ART: THE OKTAECHIA, 
Acta of the Third International Congress of Byzantine Musicology and Psaltic 
Art, Ed. Gregorios Stathis, Athens, 17-21 October 2006, Holy Synod of the Church 
of Greece, Institute of Byzantine Musicology, Athens (2010), pp. 351 — 366. 

1. Τιὰ τὸ μουσικό ἔργο tov Διονυσίου Φωτεινοῦ, BA. Nicolae Gheorghita, 
»Διονύσιος Φωτεινός: Τὸ Ἀναστασιματάριονη, ΠΟΛΥΦΩΝΙΑ 16/2010, 
Αθήνα, σ. 88-111. Γιὰ τὸ ἱστορικό, ποιητικό, μεταφραστικό, ζωγραφικὸ ἔργο 
TOU καὶ γιὰ τὶς πολιτικὲς καὶ διοικητικές του θέσεις (βατάφος τοῦ Διβανίου, 
ἰσπράβνικος -- νομάρχης, μεγάλος σερδάρης), βλ. τὴ βασικὴ ρουμανικὴ 
βιβλιογραφία: Victor Papacostea, “Vietile sultanilor. Scriere inedita a lui 
Dionisie Fotino”, στό: Revista Istorica Romana 4 (1934), σ. 175-214, ἐπανεκδόθηκε 
στό: Cornelia Papacostea-Danielopolu (é7ttu.), Civilizatie romaneasca si civilizatie 
balcanicd. Studiu istoric (μὲ εἰσαγωγικὴ μελέτη ἀπὸ τὸν N. Tanasoca), 
ἐκδοτικὸς οἶκος Eminescu, Βουκουρέστι (1983), σ. 434-462° tov ἰδίου, “Tlie 
Fotino, contributiuni biografice, precizari asupra operei istorice”, στό: Revista 
Istoricd Romania, τόμ. IX (1939), Βουκουρέστι (1940), o. 3-40, ἐπανεκδόθηκε στό: 
Civilizatie romaneasca..., ὅ.τι., 0. 477-498° tov ἰδίου, “Date noua despre viata si 
opera lui Dionisie Fotino”, στό: Balcania 7 (1944), o. 311-331, ἐπανεκδόθηκε στὸ 
Civilizatie romaneasci..., ὅ.τι., 0. 463-476. Mia σημαντικὴ μελέτη ἔχει γράψει ὁ 
Daniel Suceava, “Unele precizari asupra operei muzicale a lui Dionisie Fotino 
(1777-1821)” (ἀνέκδοτο, εὐγενικὰ παραχωρήθηκε ἀπὸ TOV συγγραφέα). Ἀπὸ 
τὴν ἑλληνικὴ βιβλιογραφία βλέπε: Ν. Γ. Σβορώνου, “Ὁ Διονύσιος Φωτεινὸς 
καὶ τὸ ἱστορικὸν ἔργον αὐτοῦ", στό: Ἑλληνικὰ 10 (1937-1938), σ. 133-178" 
Δημητρίου Β. Οἰκονομίδου, “Ἀπὸ τὰς ἑλληνο-ρουμανικᾶς ἐκκλησιαστικᾶς 
σχέσεις", στό: Ἐπετηρὶς Ἑταιρείας Βυζαντινῶν Σπουδῶν (EEBL) KT" (1953), σ. 
450-471, καὶ κυρίως, τοῦ αὐτοῦ, “Διονυσίου Φωτεινοῦ βίος καὶ ἔργον", στό: 
Μνημοσύνη ΙΑ΄ (1988-1990), σ. 83-173. 

2. Φ. 184r - Ἀναστασιμάριον νέον, σύντομον, εὔρυθμον, καὶ κατὰ νόημα 
συντεθέν, παρ΄ ἐμοῦ Διονυσίου Βατάχου τοῦ ἐκ παλαιῶν Πατρῶν τῆς ἐν 
Πελοποννήσῳ Ἀχαΐας. Προτροπὴ τοῦ εὐγενεστάτου ἄρχον (sic) Παχάρνηκου 
κύριου Στεφάνου Πέλιου. Πρὸς χάριν τῶν ἐν τῷ Βουκουρεστίιω φιλομούσων, 
ἐν μὴν Ἰουλίῳ, τοῦ αωθ’ ἔτους. 
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To Αναστασιματάριο μαζί UE GAA μαθήματα του Διονυσίου 
Φωτεινού, αποτελεί ἡ τελευταία πλήρης μουσική παραλλαγή N 
οποία συνεχίζει -- υφολογικά και δομικά -, το στίλ του Πέτρου 
Πελοποννησίου και του Βυζαντίου Φυγά. Γραμμένο στα ελληνικά 
στα 1809 έτος το μουσικό EQYO αυτό μπήκε στην νέα μέθοδο μουσικής 
γραφής διά το χέρι του μαθητή του Anton Pann ota 1853 -- 1854.° 


2. Ἀνάλυση 


Πιάλεξα νὰ ἀναφερθῶ ἐδῶ στὸ συντακτικό ἐπίπεδο, κυρίως γιὰ τὸ 
φαινόμενο τῆς μεταβολῆς (modulation) τῶν θέσεων καὶ μουσικῶν 
φράσεων τῶν συνθέσεων τοῦ Βαρέος ἤχου, ὅπως αὐτὰ βρίσκονται 
στὸ αὐγραφό χειρόγραφο τοῦ Διονυσίου Φωτεινοῦ (παλαιά γραφή) 
και στὴν εξήγησή τοῦ στὸ αὐτόγραφο τοῦ Anton Pann (νέα μέθοδος 
γραφῆς). 


Τὸ συντακτικό ἐπίπεδο. Ἡ μεταβολή 


Ὅπως εἶναι γνωστό ἡ μεταβολή στὴ βυζαντινή μουσική εἶναι 
καθορισμένη ἀπό τὸ ποιητικό κείμενο καὶ σημειώνεται μέσω δύω 
στοιχείων: τῶν φθορῶν καὶ τῶν μαρτυριῶν. 

Ἑπομένως, θὰ παρουσιάσω τὸ φαινόμενο τῆς μεταβολῆς 
κατὰ τὴν προοπτική τῶν μαρτιριῶν καὶ τῶν φθορῶν. 


3. Ἀναστασιμάριον νέον, σύντομον, εὔρυθμον, καὶ κατὰ νόημα συντεθέν, 
παρὰ Σερδάρου Διονυσίου Φωτηνῶ, νῦν δὲ ἐξυγήθη κατὰ τῶν νέον μέθοδον 
παρὰ ἐμοῦ Ἀντωνίου Πὰνν (Φ Ir), oto "EAA. xo. 741 (527), BARB, νέα γραφή, 
83 φίλα, 27,5 x 21,5 cm, χαρτί, ἣ συσκευασία ἀπὸ χαρτόνι. Ἐξήγηση παρὰ 
tov A. Pann τὸ ἔτος 1853 - 1854, ἕνα χρόνο πρὶν πεθάνει (1855) γιὰ τὴν 
προτροπὴ τοῦ μητροπολίτου Μολδαβίας Iosif Naniescu: Φ. ὃν - Τὸ βιβλίο 
αὐτὸ τὸ Ἀναστασιμάριο τοῦ Διονυσάκη Φωτεινοῦ μεταφρασμένο ἀπὸ τὸν 
Κύριο Anton Pann ἐκ τὸ σύστημα τῶν ἐκκλησιαστικῶν μαθημάτων μὲ τὰ 
παλαιὰ σημάδια, περίπλοκα, στὸ νέο σύστημα μὲ τὰ ἴδια ἁπλοποιημένα 
σημάδια, εἶναι μεταφρασμένο (ἐξηγημένο) καὶ γραμμένο ἀπὸ τὸν ἴδιο κύριον 
Anton Pann μὲ τὸ δικό του χέρι στὸ ἔτος 1853 - 1854, κατὰ τὴν συμφωνία 
τὴν ὁποία εἴχαμε μαζί. Γιὰ αὐτὸ ἔγραψα ἐδῶ γιὰ τὴν αἰωνεία ἐν ἔτος 1899. 
t Iosif Naniescu, Μητροπολίτης Μολδαβίας ἐν ἔτος 1899, Μαΐου 29 (Aceasta 
carte, Anastasimatarul lui Dionisake Fotino tradusad de DI Anton Pann dupa sistima 
cantarilor bisericesti cu notele cele vechi complicate in sistema cea noud cu aceleasi note 
simplificate, este tradusd si scrisd de insusi DI Anton cu mana sa proprie in anul 1853 
— 54, pentru mine subsemnatul dupa intelegerea ce am avut amandoi; pentru aceea am 
scris aici spre eterna pomenire, in anul 1899, tlosif Naniescu, Mitropolitul Moldovei, 
in anul 1899, Maiu 29). Προέρχεται ἀπὸ τὴ βιβλιοθήκη Tov μητροπολίτου losif 
Naniescu. Αὐτόγραφο tov Anton Pann. 
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α. Οἱ μαρτυρίες 


Ἀπό τὶς πολλές καταλήξεις τοῦ βαρέος ἤχου ἔμεινα σὲ αὐτές οἱ 
ὁποῖες ἀνήκουν στὸ β᾽ διατονικό στὸν ἄνω Zw καὶ στὸν πλάγιο 
τοῦ δευτέρου χρωματικό στὸν φθόγγο Πα. Ἡ παράλληλη μελέτη 
παλαιᾶς καὶ νέας γραφῆς μᾶς δείχνει ὅτι οἱ 33 μαρτυρίες ἀνήκουν 
στὸ β' ἦχο διατονικό(φθόγγος ἄνω Zw) καὶ στὸν πλάγιο τοῦ δευτέρου 
χρωματικό (φθόγγος Πα). Τὶς βρίσκουμε τόσο στὰ στιχηραρικά μέλη 
ὅσο καὶ στὰ εἱρμολογικά. 

1. Καταλήξεις στὸ φθόγγο ἄνω Ζω. Ἀπό τὶς 33 μαρτυρίες τῶν 
ἤχων πού ὑπάρχουν στὰ μαθήματα τοῦ βαρέος, 28 καταλήγουν στὸ 
φθόγγο ἄνω Zw μὲ μαρτυρία B' ἤχου (εἰκόνα 1). Πρέπει νὰ τονίσω ὅτι 
γιὰ κάθε μουσική φράση ἡ ὁποία καταλήγει στὸν ἄνω Ζω καὶ εἶναι 
φυσικό νὰ ἔχει στὴ δομή της τὸν φθόγγο Ta, ὁ Anton Pann ἐξηγώντας 
στὴ Νέα Μέθοδο, τὸν γράφει μὲ δίεση δίνοντας ἄκουσμα αγια στὸ 
ΦΘόγγο Δι. 


Εἰκόνα 1 
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2. Οἱ ἄλλες 5 καταλήξεις στὸν Πα ἔχουν τὶς μαρτυρίες τοῦ β᾽ 
ἔσω καὶ τοῦ πλαγίος τοῦ β' (εἰκόνα 2). Ὅπως βλέπετε στὰ πρῶτα τρία 
ἀπό τὰ πέντε παραδείγματα οἱ μουσικές φράσεις ἔχουν τὴ φθορά 
τοῦ πλαγίου τοῦ β᾽ (νενανω) καὶ καταλήγουν στὸν φθόγγο Πα. Στὰ 
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ἄλλα δύο ὅμως, ἂν καὶ οἱ φράσεις καταλήγουν στὸν φθόγγο Ta, ἡ 
μαρτυρία εἶναι τοῦ ἔσω β' ἤχου. 


Εἰκόνα 2 


ΒΑΡΥΣ 
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Ἢ πέμπτη περίπτωση μᾶς δείχνει OTL γιὰ φράση ἡ ὁποία 
στὴ Νέα Μέθοδο παρασημαίνεται μὲ φθορά τοῦ πλαγίος τοῦ β᾽, 
στὴν παλαιά, ἐπειδή αὐτή ἀρχίζει ἀπό τὴ βάση τοῦ τετραχόρδου, 
ἐλλείψει ἄλλης φθορᾶς, χρησιμοποιεῖται αὐτή τοῦ β' ἤχου, δηλαδή 
τοῦ ἔσω θεματισμοῦ. Βρισκόμαστε λοιπόν σὲ μία περίπτωση ποῦ 
καταδεικνύεται ὁ διπλός χαρακτήρας τῶν δύο αὐτῶν φθορῶν. 
Συμπερασματικά μποροῦμε νὰ ποῦμε ὅτι οἱ χρωματικές 
μαρτυρίες στὸ βαρύ ἦχο δηλώνουν δύο περιπτώσεις: 
¢ Μαρτυρίες οἱ ὁποῖες στὴν παλαιά γραφή δείχνουν ἦχο 
δεύτερο καὶ στὴ Νέα Μέθοδο δηλώνουν διάτονο (βλ. τὴν 
εἰκόνα 1), 

¢ Μαρτυρίες οἱ ὁποῖες δείχνουν χρωματικές φράσεις καὶ 
στὴν παλαιά καὶ στὴν Νέα Μέθοδο γραφῆς (βλ. τὴν 
εἰκόνα 2, τὰ πρῶτα τρία παραδείγματα). 
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Ὅλα τὰ παραδείγματα τὰ ὁποῖα βρίσκονται στὸν βαρύ 
ἀποδεικνύουν ὅτι ἡ λειτουργία τῆς χρωματικῆς μαρτυρίας τελειώνει 
ὅταν καταλήγει, καὶ ἡ νέα μουσική φράση ψάλλεται στὴ συνέχεια 
στὸν βασικό ἦχο. 


β. Οἱ φθορές 


Στὸν βαρύ ἦχο, ὁ Διονύσιος Φωτεινός χρησιμοποιεῖ τέσσερις φθορές: 
τοῦ δευτέρου ἤχου στὸν φθόγγο Δι, τοῦ vevavw στὸν ΦΘθόγγο Δι, τὴ 
διατονική φθορά τοῦ Δι καὶ τὴ φθορά τοῦ LAVA στοὺς φθόγγους Pa 
καὶ ἄνω Nn. Σ΄ αὐτές ὁ Φωτεινός προσθέτει ἀκόμη ἕνα σημάδι, τὸ 
μισό νενανω. 

1. Πριν μιλήσουμε γὶα τὴν φθορά αὐτή, πρέπει νὰ τονείσω ὅτι 
ἡ πιό κοινή περίπτωση εἶναι αὐτή στὴν ὁποία οἱ παραπάνω φθορές 
ἔχουν τὴν ἴδια λογική καὶ λειτουργία σὰν τὴν νέα γραφή. Ἡ παράδοση 
στὴν ὁποία οἱ μουσικές φράσεις δηλώνονται τόσο στὴν ἀρχή ὅσο καὶ 
στὸ τέλος τους ἀπό τὰ φθορικά σημεῖα (signs of modulation), ὑπάρχει 
κυρίως στὴν νέα γραφή καὶ σπάνια στὴν παλαιά μέθοδο, ὅπως 
Φαίνεται στὸ παράδειγμα ποὺ ἀκολουθεῖ (εἰκόνα 3). 
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2. Στὴ δεύτερη περίπτωση οἱ φθορές βρίσκονται στὸ τέλος τῆς 
μουσικῆς φράσης, ὅμως ἡ λειτουργία τους ξεκινᾶ ἀπό τὴν ἀρχή της 
(εἰκόνα 4). Δυστυχῶς ἡ παρατήριση αὐτή ἀνακαλύπτεται μόνο στὴν 
ἐξήγηση τοῦ μουσικοῦ κειμένου. 


131 


Nicolae GHEORGHITA 


Εἰκόνα 4 





To Ἀναστασιματάριο τοῦ Διονυσίου Φωτεινοῦ περιέχει ἀκόμη Eva 
σημάδι, τὸ μισὸ νενανω (εἰκόνα 5). Ἡ ἐξήγησή του στὴν νέα γραφή δείχνει 
ὅτι ζητᾶ τὸν ἄνω Ζω ἐν ὑφέσει. 


Εἰκόνα 5 
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Στὶς ἀρχές τοῦ ΙΘ'᾽ αἰῶνα ἡ Οὐγγροβλαχία ἦταν τὸ πιό 
πιστό λειτουργικό καὶ μουσικό κέντρο πρὸς τὴν παράδοση τῆς 
Κωνσταντινούπολης. Σχεδόν ὅλο τὸ ρεπερτόριο τῶν μεγάλων 
διδασκάλων -- εἴτε μουσικό εἴτε θεωρητικό -- μεταφράστηκε καὶ 
τυπώθηκε στὰἀρουμανικά. Σὰν ἐκπρόσωπος τῆς παράδοσης της Πόλης 
καὶ ταυτόχρονα διδάσκαλος στὴν πρωτεύουσα τῆς Οὑγγροβλαχίας, 
ὁ Διονύσιος Φωτεινός καὶ τὰ μουσικά μαθήματά του ἐκτιμήθηκαν 
πολύ ἀπό τοὺς συγχρόνους του. 

Τόσο τὸ Ἀναστασιματάριο ὅσο καὶ τὸ Δοξαστάριό" του -- ἂν 
καὶ τὸ τελευταῖο δὲν εἶναι ἐξηγημένο στὴ νέα μέθοδο γραφῆς στὰ 
ἑλληνικά -- τυπώθηκαν στὰ ρουμανικά. 

Ἔτσι, τὸ Ἀναστασιματάριο τοῦ Πέτρου Ἐφεσίου ποὺ 
μεταφράστηκε στὰ ρουμανικά τὸ 1823 ἀπό τὸν Macarie Ἱερομόναχο;,ϑ 
καὶ τὸ Ἀναστασιματάριο τοῦ Διονυσίου Φωτεινοῦ, ἦταν τὰ πρῶτα 
βοηθήματα τῶν ρουμάνων ψαλτῶν τοῦ Θ΄ αἰῶνα. 


4. A. Pann, Noul Anastasimatar, tradus si compus dupd sistema cea veche a Serdarului 
Dionisie Fotino si Dedicat Prea Sfintitului si de Dumnezeu alesului Episcop D. D. 
FILOTEI BUZAUL de A. Pann, Βουκουρέστι (1854). 

5. A. Pann, Noul Doxastar, preficut in romaneste dupa metodul vechiu al serdarului 
Dionisie Fotino si dat la lumind pe acest metod nou, tou. I, Βουκουρέστι (1841), τόμ. 
IL, 1Π (1853). 

6. Macarie Iegoudvaxoc, Anastasimatariu bisericescu, Βιέννη (1823). 
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BYZANTINE MUSIC TREATISES 
IN THE MANUSCRIPTS FUND IN ROMANIA 
THE CASE OF GR. MS NO. 9 FROM THE NATIONAL ARCHIVES 
IN DROBETA TURNU-SEVERIN* 


It is well-known that the Romanian Principalities Wallachia and 
Moldavia had developed along the centuries a special relationship both 
with the former capital city of the Byzantine Empire and, especially 
with the monasteries on the Saint Mountain of Athos.’ The Fall of 
Constantinople under the Turks in 1453 and the relative independence 
of the two Danubian Principalities with regard to the Ottoman authority 
during the Post-byzantine period were the basic factors determining 
part of the Hellenic intellectuality, both laic and religious, to find refuge 
in the two Romanian Provinces at the north of Danube, especially during 
the Phanariot period (1711-1821).’ 

This migration also meant that thousands of manuscripts entered 
the two Romanian Principalities. These old writings can be now found 
in different public libraries, monasteries or private collections, and an 


* TRADITION AND INNOVATION IN LATE- AND POSTBYZAN- 
TINE LITURGICAL CHANT. Acta of the Congress held at Hernen Castle, 
the Netherlands [30 October — 3 November 2008] (forthcoming). 

1. There is a lot of literature written on this issue. See, especially the classical 
studies: Nicolae Iorga, ‘Le Mont Athos et les pays roumains’, in: Bulletin 
historique de l’ Academie roumaine, tom. II (1914); Virgil Candea, Marturii romanesti 
peste hotare. Mica enciclopedie, Bucharest, vol. I (1991), and vol. II (1999); Ioan 
Moldoveanu, Contributii la istoria relatiilor Tarilor Romane cu Muntele Athos 
(1650-1863), EIBMBOR, Bucharest (2007) and the quoted bibliography at pp. 
305 — 320. For the Romanian music manuscripts at the Mount of Athos, see: 
Sebastian Barbu-Bucur, Manuscrisele muzicale romdanesti de la Muntele 
Athos, Bucharest (2000); Idem, ‘Contributii romanesti in domeniul culturii 
muzicale bizantine la Muntele Athos’, in: BR, Jassy (1995), pp. 1 — 8; Idem, 
"Muzica romaneasca de traditie bizantina la Muntele Athos’, in: ΑΜΒ IV, 
Jassy (2002), pp. 79-82; Vasile Vasile, Tezaur muzical romanesc din Muntele Athos, 
Bucharest, vol. I (2007) and vol. Π (2008). 

2. For details regarding the Byzantine and non-ecclesiastic music in the Danubian 
Principalities during the Phanariot epoch, see my article ‘The Byzantine Chant 
in the Romanian Principalities during the Phanariot Period (1711-1821)’, in 
Composing and Chanting in Orthodox Church, Proceedings of the Second International 
Conference on Orthodox Church Music, The International Society of Orthodox 
Church Music & University of Joensuu, Finland (2009), pp. 65-97. Idem, 
‘Secular music at the Romanian Princely Courts during the Phanariot Epoch 
(1711 - 1821)’, article that will be published in the NEW EUROPE COLLEGE 
YEARBOOK (2008-2009 [forthcoming]). 
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important percentage of them are the Byzantine music codices. 
The current study has two parts: 

I. The first part wishes to offer a coherent image of the most 
important Byzantine and Post-byzantine theoretical music 
writings existing on the territory of Romania or abroad -- but 
of Romanian origins, in both Greek and Romanian languages, 
beginning with 16th century and up to 1820. 

Il. The second part of the study consists of an analysis applied 
on the Gr. MS no. 9 from the State Archives in the town of 
Drobeta Turnu-Severin, which contains an ample corpus 
of theoretical texts on the theory of Byzantine and Post- 
byzantine chant. 


PART I 


The libraries in Romania own at present time approximately 1000 
Byzantine and Post-byzantine music manuscripts, out of which ca 250 
codices are written in the Old Musical Notation (Old Musical System), 
and the rest of approximately 750 are written in the New Notation. 
The first category (the ca 250 manuscripts) includes codices from 10th 
century till the first half of the 19th century, and the second category (the 
ones written in the New Notation) appear beginning with the second 
decade of the 19th century, at the same time with the printing activity, up 
to the first half of the 20th century. 

Starting from the manuscript reality in Romania, and the 
typology proposed by Father Lorenzo Tardo in his L’antica melurgia 
bizantina nell’interpretazione della scuola monastica di Grottaferrata, which 
divides these theoretical — practical writings into five categories,’ we 
have performed another taxonomy, displayed as follows:* 

Type 1 comprises the so called classical propaidia, which has its debut 
with the generalised formula: Ἀρχὴ σὺν Θεῷ ἁγίῳ τῶν σημαδίων τῆς 
ψαλτικῆς τέχνης... Ἀρχή, μέση, τέλος..., and continues with the phonetic 
signs (diastemata), the cheironomic signs, the modulatory signs (phthorat), 
the signs combinations etc. It also includes the parallage, metrophonia, 
nenanismaton/teretismaton and theseis methods etc. belonging to different 


3. Lorenzo Tardo, L’antica melurgia bizantina nell’interpretazione della scuola 
monastica di Grottaferrata, Grottaferrata (1938), pp. 145 -- 146. 

4. A different tripartite typology is suggested by Ozana Alexandrescu in 
‘Tratatul Pseudo-Damaskenos in manuscrise din Romania’, SCIA-TMS 46, 
Bucharest (2008), p. 85. 
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authors: Ioannes Koukouzeles, Ioannes Glykys, Xenos Korones, and 
Gregorios Bounes Alyates etc. 

Type 2 is constituted as a complex theoretical corpus, including treatises 
such are the ones written by Manuel Chrysaphes Lampadarios, Gabriel 
Hieromonk, Ioannes Plousiadinos, Ioannes Tragoudistis, Dimitrios 
Tamias, Pachomios Hieromonk and Pseudo-Damaskinos etc. 

In Type 3 we have included the music treatises written in the New 
Notation from the beginning of the 19th century. Here it will be 
mentioned the most important four music treatises written in Romanian 
and Greek until the 1820. 


Let us follow them more closely:° 

Type 1: Out of a total of approximately 250 codices of Byzantine 
and Post-byzantine music registered in Romania as written in the Old 
Notation, we have managed to identify 68 manuscripts that contain music 
writing of a didactic feature type 1.° It seems that the oldest known music 


5. The inventory of the manuscripts presented in type 1 does not pretend to be 
exhaustive. 

6. Gr. MS 350, f. 1r-v (Library of State History Museum in Moscow, fund Scukin, 
dated 11 June 1511); Gr. MS 1/26, ff. 1r-6v (Biblioteca Central Universitara Mihai 
Eminescu, Jassy [=BCUI], Central University Library Mihai Eminescu in Jassy, 
dated 1545); Gr. MS 12, ff. 4r-7r (Leipzig, dated before 1570); Gr. — Slavonic 
MS 283, ff. 4r-6v (Biblioteca Academiei Romane, Bucharest [=-BARB], Library 
of Romanian Academy in Bucharest, dated 16th c.); Gr. MS 33, ff. 1r-4v (BARB, 
dated 1799); Gr. MS 102, ff. 1r-7v (BARB, dated 17th-18th c.); Gr. MS 136, ff. 4r- 
5r (BARB, dated 18th c. [beg.]); Gr. MS 153, ff. 9r-15r (BARB, dated 1780); Gr. 
MS 599, ff. 1r-3v (BARB, dated 18th c. [end]); Gr. MS 622, ff. 2r-8r (BARB, dated 
17th-18th c.); Gr. MS 640, ff. 1r-8r (BARB, dated 18th c.); Gr. MS 648, ff. 1r-8r 
(BARB, dated 18th c.); Gr. MS 649, ff. 1r-5v (BARB, dated 18th c.); Gr. MS 661, 
ff. Ir-5v (BARB, dated 1737); Gr. MS 742, ff. 1r-9r (BARB, dated 18th c.); Gr. MS 
760, ff. 1r-12r (BARB, dated 18th c.); Gr. MS 778, ff. 153r (BARB, dated 18th c. 
[end]); Gr. MS 795, ff. 1r-6r (BARB, dated 18th c.-19th c., Romanian language); 
Gr. MS 830, ff. 2r-8v (BARB, dated 18th c.); Gr. MS 832, ff. 2r-4v (BARB, dated 
before 1701); Gr. MS 840, ff. 1r-8v (BARB, dated 1821); Gr. MS 867, ff. 1τ-Ἰόν 
(BARB, dated 1686); Gr. MS 879, ff. 1r-26v (BARB, dated 17th-18th c.); Gr. MS 
923, ff. 3r-12r (BARB, dated 1780); Gr. MS 1096, ff. 1r-8r (BARB, dated 1624); 
Gr. MS 1467, ff. 1r-5v (BARB, dated 18th c.); Gr. MS 1506, ff. 4r-8r (BARB, dated 
1770); Gr. MS 1507, ff. 1r-9v (BARB, dated 18th c.); Gr. MS 1511, f. 7r (BARB, 
dated 18th c. [end]); Gr. MS 1519, ff. 1r-8v (BARB, dated 18th c.); Gr. MS 1525, ff. 
1r-8v (BARB, dated 18th c.-19th c.); Rom. MS 61, ff. 68r-70v (BARB, dated 1713); 
Rom. MS 1350, ff. 1r-4v (BARB, dated 1808); Rom. MS 3210, ff. 1r-10r (BARB, 
dated 1788); Rom. MS 4233, ff. 1r-12v (BARB, dated 18th c.-19th c.); Rom. MS 
4305, ff. 4r-7r (BARB, dated 1751); Rom. MS 4443, ff. 1r-2v (BARB, dated 18th c.- 
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grammar of a Byzantine type conserved in the manuscript documents 
on the territory of Romania is to be found in the codex “completed” on 
11th June 1511 by Evstatie Protopsaltis (end of 15th — first half of 16th c.) 
from the Monastery of Putna in medieval Moldavia (Gr. MS 350, f. 1r-v, 
Library of State History Museum in Moscow, fund Scukin). A second 
propaidia lays in the Gr. MS 1/26 at the Central University Library Mihai 
Eminescu in Jassy, written by Antonie Hieromonk in 1545, and the third 
in the Slavonic — Greek manuscript no. 283 at the Romanian Academy 
Library in Bucharest (16th c.). Another propaidia kept in the Greek MS 
12\Leipzig, was written in the second half of the 16th century. What is 
most important to be remembered about these four codices is the fact 
that they all belong to the Music School in Putna, having been written 
during the 16th century. 

Nevertheless, the most important propaidies belonged to the end 
of the 17th century and, especially, to the 18th century. As well, out of 


19th c.); Rom. MS 5970, ff. 4r-7r (BARB, dated 1821); Gr. MS 73, ff. 5r-9v (Muzeul 
Olteniei, Craiova [=>MO], Museum of Oltenia in Craiova, dated 17th c. [end]); 
Gr. MS 91, ff. 2r-3r (Romanian language), ff. 5r-9v and 12v (Greek language), 
(MO, dated 18th c.); Gr. MS 99, ff. 1r-8v (MO, dated 17th c. [beg.]); Gr. MS 27, 
ff. 1r-8v (State Archives in Craiova, dated 17th c. [end]); Gr. MS 17473, ff. 1τ-ὃν 
(Biblioteca Nationala, Bucharest [=-BNB], National Library in Bucharest, dated 
1806); Rom.-Gr. MS 17475, ff. 1r-8v (BNB, dated before 1808); Gr. MS 27820, ff. 
12r-21r (BNB, dated 18th c.); Gr. MS I/19, ff. 1r-8v (BCUI, dated 18th c.); Gr. MS 
1/24, ff. 1r-6v (BCUI, dated 18th c.); Gr. MS 1/39, ff. 1r-4v (BCUI, dated 17th c. 
[end]); Gr. MS 1/40, ff. 1r-5r (BCUI, 1684); Gr. MS II-89 ff. 1r-27v (BCUI, dated 
18th c. [second half]); Rom.-Gr. MS IT/94, f. lv (BCUI, dated 1813); Gr. MS 550, 
ff. 1r-6v (Biblioteca Uniunii Compozitorilor si Muzicologilor din Romania, fond 
George Breazul, Bucharest, [-BUCMR], Library of Romanian Composers and 
Musicologists Union, fund George Breazul, dated 17th c.); Gr. MS 551, ff.11-4v 
(BUCMR, dated 18th c.); Gr. MS 552, pp. 1-33 (BUCMR, dated 16th c.-17th c.); 
Gr. MS 4695, ff. 1r-2v (BUCMR, dated 18th c.); Rom. MS 1106, ff. 1r-5v (Library 
of Romanian Academy in Cluj-Napoca, dated 18th c.); Gr. MS 49m, ff. 1r-2v 
(Monastery of Stavropoleos, Bucharest, dated 18th c. [beg.]); Gr. MS 52m, ff. 
2r-8v (Monastery of Stavropoleos, Bucharest, dated 18th c. [beg.]); Gr. MS I/2, 
ff. 8r-16v (Biblioteca Sfantului Sinod [= BSS], Library of Holy Synod, Bucharest, 
dated 18th c. [end]); Gr. MS I/12, ff. 1r-8v (BSS, dated 1782); Gr. MS 28, ff. 8r-16r 
(BSS, dated before 1787); Gr. MS 43, ff. 8r-13r (BSS, dated 1782); Gr. MS 235, ff. 
2r-7v (Library of Romanian Patriarchate, dated 18th c.-19th c.); Rom.-Gr. MS 
3, ff. 2r-5v (Romanian Language), (Manastirea Neamt [= MN], Monastery of 
Neamt, dated 18th. c. [second half]); Gr.-Slavonic MS 8, ff. 20r-29v (MN, dated 
18th. c.); Gr. MS 21, ff. 15r-19v (MN, dated 18th. c.); Gr. MS 1077, ff. 1r-5v (Li- 
brary of Theological Seminary in Neamt, dated 18th. c.); MS K 4466, ff. 1r-14r 
(Royal Library in Copenhagen, dated 17th c. [end]). 
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the 68 MSS framed in Type 1, most of them are written in Greek or mixed 
(Romanian-Greek), eight in Romanian and one Greek — Slavonic. Despite 
this classification based on the linguistic support of the chants in the 68 
manuscripts, the protheories are only written in two languages: Greek (58 
MSS) and Romanian (ten). 

Before going on to the second type of music grammar, I would 
like to mention a creation with a special history within the Byzantine 
music pedagogical system: the famous nouthesia or the troparion for 
apprentices (Τροπάριον or νουθεσία πρὸς μαθηταῖς) by Chrysaphes the 
Younger (active ca 1650-1685). Written about 1671 this troparion is one 
of the methods presenting the pedagogy of gradual assimilation for 
the basic theseis in the melos of the Old Sticherarion, and the steps an 
apprentice must take in order to become a master in the sticheraric melos, 
one of the Byzantine musical art idioms.’ 

Following the title, it seems that this Method of Sticherarion 
proceeds the 17th century, as we can find it both in the codices from the 
16th century, as it is the case of the MS Dochiariou 314 (f. 3v, first plagal 
mode [16th c.]),° and even in the Papadikai from the 14th -- 16th centuries. 
From the modal point of view, the manuscript music tradition conserves 
this type of nouthesia... in second mode, second plagal mode (7A. B and 
TA. B’), first plagal mode and sometimes ὀκτώηχον, and as possible 
authors for the second plagal mode, Iloannes Goudelis (Dochiariou 315, 
f. 8r [end of 16th c. — beg. of 17th c.])’ and Gregorios Alyates (Dochiariou 
324, f. 8r [dated 1686])'® are subscribed. Perhaps the most convincing 
argument in revealing the parallel existence of an older tradition and 
a new one is the note in MS 998 (f. 5v [half of 18th c.]), from Monastery 
of Iviron, making the net chronological distinction between the method 
in first mode by Chrysaphes the Younger and the one in second plagal 
echos which appears with the indication to παλαιόν. 

As far as we know, the nouthesia by Chrysaphes the Younger had 


7. The analysis of this troparion in the Romanian tradition can be studied in 
Nicolae Gheorghita, ‘Some Observations on the Structure of the «Nouthesia 
pros mathetais» by Chrysaphes the Younger from the Gr. Ms. no. 840 in the 
Library of the Romanian Academy (A.D. 1821)’, in: The Second International 
Congress Athens, 15-19 October 2003, Holy Synod of the Church of Greece, In- 
stitute of Byzantine Musicology. Theory and Praxis of the Psaltic Art. The Genera 
and Categories of the Byzantine Melopoeia, Athens (2006), pp. 271 — 289. 

8. Στάθης, Ta χειρόγραφα, vol. 1, p. 346. 

9. Ibid., p. 349. 

10. Ibid., p. 368. 

11. Στάθης, Ta χειρόγραφα, vol. 3, p. 899. 
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not entered the New Notation neither through the Greek tradition, and 
when I say this I mean the three Constantinople masters, nor the Slavonic 
one.’ We believe the document that conserved this methodos most closely 
to the New Notation is the Gr. MS no. 840 (ff. 181v-187v) from the 
Romanian Academy Library in Bucharest (Example 1), a codex copied 
by Theophilos Hieromonachos Zagavias in 1821. This manuscript, that 
belonged to the Ecclesiastical Music School in the capital of Moldavia — 
Jassy, is especially interesting for the fact that it contains, in the Romanian 
language, in parallel transcription, the nouthesia by Chrysaphes the 
Younger plus other four troparia, both in the stenographic semiography 
from the end of the 18th century, and the exegesis variant in 1821 by ‘kir 
Ionita Prale, while being a didaskalos in Socola’. 
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α mes}Gr 2 fee, Oo er 
i tte 
εἰ τ — nt So —— “ψ.ὕ.] New 
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Example 1: Gr. MS 840, f. 181v (dated 1821) 
Library of Romanian Academy, Bucharest (BARB) 


12. Nevertheless, there are two musicologists who propose versions of the 
New Notation: Professor Grigorios Stathis from the University of Athens 
(TIANATIOTHE ΧΡΥΣΑΦΗΣ O NEOX KAI ITIPOTOWAATHY’, | in: 
Μελουργοὶ to IZ’ αἰῶνα, Méyago Μουσικῆς Ἀθηνῶν 1995 — 1996. Κύκλος 
Ἑλληνικῆς Μουσικῆς (Athens), 1995, pp. 7 -- 16) and Ioannis Arvanitis 
(oktaichon — syntomon and argon melos). 
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Type 2 includes the music treatises themselves, mainly 

comprising theoretical contents, with a minimum number of music 
examples, a category framed by Father Lorenzo Tardo in type IV. The 
libraries in Romania conserve today only four codices with this type of 
literature, and their common point could be that all of them are written 
in Greek in the 18th century. Let us analyze them briefly: 
1. Gr. MS III-88 from the University Library Mihai Eminescu in Jassy 
(Example 2) was written in 1710 by Lavrentios Hierodeacon. It is a 
Mathematarion that comprises a type 1 propaidia and theoretical fragments, 
mainly from the Erotapokriseis by Pseudo-Damaskinos. 
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Example 2: Gr. MS III-88, f. 2r (dated 1710) 
University Library Mihai Eminescu in Jassy 


13. Lorenzo Tardo, op. cit., p. 145. 
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2. Gr. MS 147 (22x16cm, 299 fols.) is to be found in the Romanian Academy 
Library in Bucharest, and it was written in 1729 by probably Hierodeacon 
Melkisedek Pantokratorinos from the Mount Athos (f. 252v). The codex 
comprises the Anastasimatarion by Chrysaphes the Younger, other 
Kekgragaria agioritika, the Eleven Anastasima Eothina by Ioannes Glykys, 
plus an Anthology with works and composers, especially from the 17th 
century. The theoretical chapter begins at folio 267r with the Erotapokriseis 
by Pseudo-Damaskinos (Anonymous A, B, C and a fragment from F) 
(Example 3), continues with a fragment attributed to loannes Glykys 
(Example 4): Tov πρωτοψάλτου Ἰωάννου tov Γλυκέος (289v) which is 
really the last paragraph of the Erotapokriseis, and ends with On phthorai 
(Περὶ τῶν φθορῶν) by Manuel Chrysaphes (ff. 291v-294v) (Example 5). 
With regards to the scribe of the MS, what needs to be mentioned is that 
besides Melkisedek, at least two more hands appear." 
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14. For details, see Ozana Alexandrescu, ‘Tratatul Pseudo-Damaskenos...’, pp. 
85-87. 
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Example 4: Gr. MS 147, ff. 289v-290r (dated 1729), BARB 
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Example 5: Gr. MS 147, ff. 291v-292r (dated 1729), BARB 
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3. Gr. MS 923 (24x17, 54 written folios, dated ca 1780) at the same 
Romanian Academy Library in Bucharest is a beautiful collection of 
Byzantine and Post-byzantine music theoretical works, part of them 
belonging to Kyrillos Marmarinos (18th c.), and it has dedicated to the 
Bishop of Derkon Samuel (Example 6), being prefaced with an ample 
propaidia. 
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Yirwidlas: opens ἀψαχείνζαν utiles ἐπιρυμίας, κασταρέλλων > Oey xa 
Wa οὐ τοῖς, ἀγζείεροις akon walegony Lense» > wo}oy τιόδὶ Sipe sey 
Cy μέλος «ὡς ἀχδύοχμμομ, εκ ἱεροτιρετιαὶς ἀπόδυσαμϑμν "ἐμπῇ aya: 
waste RAW ey τήνως ὀρσεχομίσξυᾳ ε»κὐ τάκτιροξ Sif Brat γπαμτοιας 
“δὲ ὕμγας Ἰμκενρίας Ν ᾿ς δεήσοος ἡ ἡμῶν popes chee perp 3% ἐμμθ νάλαο. 
ἐῶν ἐπίεἴρα ται - ολτιωδέ, τρότενς, λαχοα" mrp vip xy κωρας aaysnery pls 
“uy «ss vas baatanonengretay δἰδασκάλαν, νὰ ἃς, νὀλχμε ἐκώλεσαμ »αθυποναι: 
ως ᾧ του σις, δ κολροῇδῶν μελιζομδν cy τὸ ταὶς ἀμνέστις κα κδυσαις λὼ- 
υὐϊς "ἴδιιυάμω =e ὁ πόκεύτιας Me@cpOyesp enysctegy ᾿ἄξτιψα μέλῃ xeon 
onpadia "ὄν ΓΝ 2S wos Ὄζγται " is ὀπιᾳαοίας «ἧς τὸ τἀπαρεμεωυαρμϑέμα 
ni dj ope? aa ἐναῖϊῃς ἤχρυ [seu δια ἡμώσκεσϑναλύς a raspipeoga- Ey 
μικρῷ yore ΠΟΥ νοῦς ΩΣ remogiaty xe ἀκριβὰ κατ᾽ aarp ἐμερῖδ- 
tes, “Work pSyor « aXe ica: rye - ΠΣ = »ἀδίδα σκόμϑψον τὸ 


4. VN gue ὦ; equ vee, Ψ er E Heute: een 


(GPRM, 5,7 FO! ΤΣ χὰ 


Example 6: Gr. MS 923, f. 2r (dated ca 1780), BARB 
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The content of this MS can be divided in four sections, in the following 

manner: 
Section one (Example 7), mainly practical, contains beginning 
with f. 3r— Εἰσαγωγὴ povoikne..., Ἀρχή, μέση, τέλος..., intervallic 
and cheironomic signs, combinations of signs and the phthorai of 
the modes and continues at f. 12r with martyriai and the antique 
denominations of the modes, apechemata, the exercises of parallage, 
different diagrams etc.. 


roatleyn μιχσικῆς κατ € pwo-rano pon) εἰς Pa orwegy Key te. λαψην 
Wp PAu «ἰοῦ! coop ν ἧς ὀλέϊος “neprns- THY ἀμικοῶμ υχῴάνκα- 
Msowp Aboyay » Oop: τοῦμττε, wy nybo pee” Toop πχαϑ᾽ ἐ αὐτά % 
n- προς λλιλα yao Ἂ eyrve oun Jeon)» Zouvlager, ee ρ) 
Tey ἐμερίεγῶμττε > γξοχημα- Toop κοιμοὸς λείομϑμω, μεγαάλωμ 
ονιμεδιοομ » MEQ GETE τόϊς τάλας Ky puro ἐσπί -παμτιος nyou, 
HO pp te αὐττῶγ» τό δι pse hicdp » REL -τῶμ -τὶμῶμ G&A copie 
ρὲ WOOP αὐ γοῖς > HONIGoa “να ἐμξ xg ov ap- 


αἰ χιερέως tps τοῦ με γεφεμξί τ 





PA μέσα» τέλος atu Quy. ππιαῤττωμ “TGP σημάδιωρ “τε μασι κῆς IE 


τὸ Toop 


«ς. - 


χσὰ e096 “τά τα ξαν-τορ ζεται Apes 5 





Example 7: Gr. MS 923, f. 3r (dated ca 1780), BARB 
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Section two (Example 8) presents on ff. 21v-23r a catalogue of the 
Byzantine and Post-byzantine musicians in alphabetical order 


(Κατάλογος τῶν ὅσοι Kata διαφόρους καιροὺς ἤκμασαν... TH 


μουσικῇ...). 
Oe ee 
Poh a ee ἱπρρί σευ 
= Flaten oaks; Jepa πορώρνν « 


ay “τὼ meh. 

ὑμξ ρας, ΠῚ 

ἡραάδιθε pope? 

ἐμϑρον ποι. 

Faysines eyes 

afl potres. 

J ySrpary legey "ομαχει- 
ἐφαύψες | vepensparges popes. 
Cegapaines πῇ Nope wep gapligre πέσαν ym, μσναλαδὶκ 





th, μεραχὸς ἀϊβωρέτων. 

ν ες δενάσκεου εμεισομ τῆν τοῖν puis “πφυσυνιγάχτου | jeanipps: 
ἐἀγτοόρνοι Vogts, τὲ μέγας ὀνομόγος, μειξνντᾶς Lepeuda χερουΐδεγος. 

Δ ϑωρέδγκτοι Ἑομέῳπο,, ~waegcem hs 





ϑαυρξσο) ομιῖλον μιοψαυχς- 
F δόμοι Garant - 
Seephos xoyre weleiis 
Ferighes -καγαρέτου. 
3«ϑρεδλ οὐ“ ni μονῆς (day Tego πούλωψ- 
Fores ἴον ofseer του λα 
Femysqios Vecgpepangs "μυπάψης ὁ ἀλμότιες. 
Beegerpos Tees eopanos “χωλναν onmedPne 
Farm Ὑερομόμωχον «αὶ dipdeodes. 
Fepuserey ὃ ἐξοίχιαλκ. 
ΓΟ ὃ ἐλαγανέτα. 
Femi yen “omper ee 
ἄκροι σαψωντο άλττης, yoy. 
Fequeyes Heparger - 





Fouplion ὃ εἰν μαῖα τρς glompatespidcres τῆν με doe Oa νθνσύσς 
Feppsyor vewy vray pip. 
Th dapit noparyes 
Ἢ κρονίτεμος. Borxsayes s δὲ μαξην τῆς wrest ren: 
‘eowas Ἄμκο σι “πεῖν. 
τ βερύνθε: 
“ warnanes 







δι ὅταν, στοῦ πουΐλον- 
fk mye 7" cm δ αὐδε ge + 
\Noyuapes arte neoveayes 
δ) Spur ᾿γαψσποάδαίψιον « han urnie emma: Peoupere padres 
eyes » ype τοιψάλτης δ ΡΟΣ προ’ mye. 
repos mpeorieyidrme αὐυζῴνοκ. ἀψενραὰ ip cpeayie sen ree μα 
οὐ Ἰωώψγκ ~ 0H puis ~npro-verpad yeu « 
OeetDugys αἰαλγ)ευψὰ- 

esBwegs :υοϑασονμος - 





Qeddxrav μομαιχος " 
Goodhurarers Uplvestnsu7ros- 
Coeddraggs toe Wass - 
@Qrddoess yrafes- 
Qopme ἱεῤούς- 
Creo ealyes saiparent τῇ ρενε ep qnyrnys owe AR - 
δ Podpyne Sees one ἡμῶν Sbeparcunpet - 
"μάγος, γν pants 
“ἄμμες ὁκχακζέλμι. 
Frodpyms δατε τῆι. 
Fodpyns σγπε5 WHAY 
Fee dypny ernsiz. 
Fa dppns Zesparnes. 
Ha dyn budatbine” 2 
Fie dyyns Foplds »— whenever « 
ΓΕ χαλακδέμοι.- 


( Sena) Κα (GEOR, 
Example 8: Gr. MS 923, ff. 21v-22r (dated ca 1780), BARB 


Section three (ff. 23v-29v) comprises the treatise by Kyrillos 
Marmarinos about the non-ecclesiastical music, bipartite 
structured: a section which is mainly theoretical (Στοιχειωδεσ- 
τέρα διδασκαλία περὶ τῆς ἔξω μουσικῆς... [Elementary learning 
about the non-ecclesiastical music]) (Example 9), and a mainly 
practical one (Examples 10a, β), containing 68 music examples 
and named (Αφήμια [sic] ἐκ ποίων, καὶ πόσων... [Comparison 
between the echoi and makams}) (ff. 30r-41v). Each modal structure 
(scale) is accompanied by an explicative text and an intonation 
formula (apechema).'° 


15. An excerpt of this treaty was published in Romanian language by Titus 
Moisescu in the article ‘A Catalogue of those engaged in the Art of Byzantine 


Music along Time (MS 923/BARY’, 


Revue Roumaine d'Histoire de l’Art, tome 


XXII, 1985, p. 67. For an analysis of this treaty and the specific terminology, 
including the translation into Romanian, see Ozana Alexandrescu, ‘Un tratat 
de muzica orientala din secolul al XVIII-lea’, in ΑΜΒ 5 (2003), pp. 90-96. See 
also, Eugenia Popescu Judetz & Adriana Sirli, Sources of 18th Century Music. 
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by ie - mie ὥχον 


’ ‘ %, --Ὁ. Ὁ 
᾿ Ἐζονεκαλίν. νον FE CARED PAMRORDANS γὸμ Ὑἱ 
“εὐ γενόξε τ ἷ 


ὶ . ; 
περὶ τε νῶν κατ mit coy, ere δῶμ, Kaun pace μα μείωμ, 
Ὡρῶν ὦ , +d’ ee 4 
χεϊεμε γῶν Tr Fe κὸ γημίωψ . κα λλωμ “μῶν pecs & 
‘ φυτὰ Ψ, Dome: ὩΣ 
»ϑεωρχμέψωμ » ὧν MPEGS μὐχέγου γεψοι τ cogs τον, 
wat ὦ imp ἐμεῤγῶμ  Srdopayors. 
ὕ γον μὲ “νον Bef Fue νὰ Ces μουονκας, δ χραν Ἢ 
ae “κυρὶ πὴ μὰ CMY ων εἶ ονμρν- τολκερς 


πρελλιένις, “πορε πολλῶμ τὴν θυ φθῳ ταύ της pacers Here 
sy 


σὰς rH ADM opas κω ας, “ιόλὺ Deny op αὐτιοῖς “ waloupe:, 


~ Ἂς Ὁ 
Ὅροι ὡς ἐς. 


Ῥωορίοας, τινὸς Renee ποις. οὔ τίμν. - να ἀπιῤξελϑι om 
egveny ὦ ὕψο μκοναβ Lye, 

εἰν τῷ" παν αὐντ τοῖς “Aslapes Tray gaia « 

ventory, “megbsey napisy εὐ ταμηπούμιορ", 

rected ‘ou eww dpecalpOp σπεξαςι om ste . 


wise ΕΝ ταποβδύδομς, ἤμδον ται Vera τ τοῦ τωι, 


δι δ κϑυε τος τπαῤδυϑες τυϊγεμῶσιμ" 


eas τ τὸν ἀριξεμοΐ ὑτποβρττάς ἐμμεγνίκογτα.. 


ἀππέμοι wih οὐτιῶ ὁμύμασα,ν 


Aeopoy τῳ πόξονάν Spoerepey “κοραλαβὼ «ἠ- ἰὼ ἀμείε 
9) μειάδοσοα. biden. “τῶν pareja πὶ "οὺὶ ἐρκναῦ 
Maye mjunes εἰς σογ pris ψτιας μέσας wh ὧμεγνίμασνι 
rawnngix δὰ ἐν δ ΐρῳ, mayen ouvuleyas οὖν τοῦ τὸ αγίοας 
Bem μοι δωύαμα, νὰ" νῶν ἀμετύρων ompaibe μόνων »Aaoplisd 
Aon - "αρᾳ λυ. Seay dou "προς Ἰγοητες, νὰ ἢ 
λείην "τῶν καὶ ed py γαϊογονοομ » ἐν το ϑε-νώσας nal-noeg. 
astins me 


‘ ' i aust ’ 
ek dogegy . cose - σάχταψι degn. μπγαλιῆ, deg - ἄχκει. 


“σᾶς. 


Example 9: Gr. MS 923, ff. 23v-24r (dated ca 1780), BARB 


Kerra οὐ ποίων. καὶ noo ἄχρωμ συΐμρο rae ἐμαηομ 
νῶν μακαρίων ας εἰς ἡ ἀνα χὰ εἰς eg λας ἢ δδ ος "- 
ἄχ" ταρδμ Wyos oh R oi ap pe few οὖν" τοῦ - κω δὶ 
τὴν "“διὰν ποῦ "πές περμνεσὶ eyo ivter isto doy ogy 
Sra soy FG Hpyalian OayaBipas, yrebagix odwuay 
ὁπαμαᾳραλοὺ “Oe ὀκ τοῦ jleypaay ὀπὶ τὸ égs Cre a proysns 
τοιαϊκιαὶγ » o@Peatyas - KapeFaays ἄρτος oj) oabeeshys jilx Pedy 
γινωτα)όςαψ, eur wbggy ὄψα τ τὸ αὐ ὦ WHeIapays δος 


f SHE ~— —- —— —— a τον -ιὸᾧ 


ἘΠ ἘΦ UN Me oy τἀ, κ᾿ τι Δ αν 






“Ὁ 


Ἰωχαρὰ equ dawn 09. ὠρ yeas chev νερά. -πωργ'τερυχὰι 
δυνέ τοῦ dope [μὲ ᾷχν “περγτεοὶ ayo μέχρι eal “τοῦ ea 


Cuapageeha auoys Pere “Opes we KE τιλσείκιαῃι »ἐὲ 


ἀμαλαβῶμ εὐττοῦ δ τ Vouvy σγιοὺ μέχρι crepe God εἴξέπα:. 


WAQRSA CH wrest (εἶχον we - ρέῥας νυὶς ἐννύ τοίδεέσαμ ἵδρανέος" 


Face ἐμσπὶ “ηΐοι αὐϑὲ- τὸ Srey δζδόξας Gage Ὑρέματοιὀμῷ lca. 


ἐκ ὅτια νὰ τυΐοιίσαν ep λέξον ὑπὶτόῤάς αἰ ρῥαχοβίν- τ Ύ΄ “νὰ 
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Example 10a 
Gr. MS 923, f. 30r 
(dated ca 1780), BARB 


“ fe γννωλ" “ned oul “meg penetiast δδῤριεσῃ. mvs Yaa ἱ 


iDisk δε υλδι ὃν νον i. towel ahah wrabliin 
Οἐς᾿ bei. -eeprrislinah: γαυχαιβιεύτ. μουμηκερ καὶ ney πζκίπναζ. 
ἔπριμ- ἀιρκικλὲ - χκμαϊαν ον ταί. yrrelinayy - tedgpe 
; νωχαβεμε- σπίαγοή - napa lar «pale - μκαωβ, exp wap 


τε 


Nicolae GHEORGHITA 





ἣν οὐ γενον CA ROR Ape να τὸ ἐγιεν εὐνὰ τὸμαν ἐς, 





reat ηοφλεὺ ὃν δῦ. pens pn γεβὰ vloy lan, 














é 
a4 μέλον on 5 ἄγω μοί ng rem oh 
Wwe I a, ee -ε τος" 
Mi, tepein tgp ck ed AA ἀὐχὰ οὐτ νοῦ peda amrveidsna am 
VP specs acne : Daria Ses 
weve πάρτε τὴν εὐ τῷ ἀμ ακαῆι τὸ αλλλνάῳ ban αὐ γε ἐξ Gb τοῦ yi hd -τῆϊκε hes περ νοι 
ΜΒ. τούτο δεν ταν ρας 35. τὲ BS, κἰχφιενα ἃ τιβυῦχο tain κα μέᾶτ ὀπὶ pc Sipe spe 
τ Ἐπ EER OSS er are Sy ee SO ) « = λ Team ἔλι τος τιν εν tale ere 
τ ¢ : Oy on Nene ote 
a Pn ὠἰχιμζας Spipyt POA -rarnepte We πῶ μόνο tal -τ οὔ 
ω 
YY, ἐνὰκα εἰς να 
δ τονε lay, ule alin οὖν τῷ νεβρῷ ὅν τον αὐ 23s 
ἀρρεγκνὰγν ναὶ i ape ae “se , — 
τ RENESAS Garp “axel Bile, Patten che νοῦ yeyeen vets nepal apy ὁ faerponlnate top 
% > 
oe »} F bebe ἃ P 
rv a ἐς ᾿ κὸν ἀκ ὝΜΝΑ ΕΝ ἀκ σεμνὰ Gera sasre/sap ἐζερε κεν. ἐνουϊ κιών γον pei μιέχεα 
ae ts i TY : — τὰ ¥ 
Ke, go νοῦ Peasy See ἀετοῦ, Γ μον του εθκ λό ψοβοΚ “oily feet θύλάξον δεὶτὸ ἂν refs a, Sys vortiGe 


᾿ 1 SPR ccm Fearne, CdS “οῦρα Seg ge SEN eens Tae 
ῷ ᾿ ~ : ~ S . 
δ & δι τι sy τ any 
- αι 
ο΄) Pe ὰ 
mean = 


Exavivie 106: Gr. MS 923, ff. 30v-31r (dated ca 1780), BARB 


Section four, the last one (Example 11) should comprise, as the 
writer also mentions, the Ἑρμηνεία τῆς μουσικῆς τοῦ Aoylwtatov 
Ἰωάννου ἱερέως Πλουσιαδηνοῦ (ff. 42r-58r). Translated into 
Romanian by Natalia Trandafirescu and commented by the 
much regretted musicologist Titus Moisescu under the authority 
of the same Ioannes Plousiadinos,'® the treatise proves in fact 
to be, by comparison with the critical edition achieved by 
professors Gerda Wolfram and Christian Hannick from the 
series Corpus Scriptorum De Re Musica volume V," sections A-F 
in the Erotapokriseis by Pseudo-Damaskinos.’* Only the last part 
of the MS 923 (Example 12) — Ἑτέρα παραλλαγή ἤτις λέγεται 
ἑρμηνεία τῆς τέχνης (f. 55r) belongs, probably, to the venerable 
bishop of Methonis."’ It seems that the indication at the beginning 


Panayiotes Chalatzoglou and Kyrillos Marmarinos’ Comparative Treatises on Secular 
Music, Istanbul (2000). Adriana Sirli, ‘Deux traités de musique «arabo-persane» 
de la premiere moitié du XVIIleme siecle: phénomene de mode?, in ΑΜΒ 7 
(2004), pp. 13-16. 

16. Titus Moisescu, ’Gramatici ale muzicii bizantine (II), Erminia lui Plousiadi- 
nos’, SCIA-TMS 43 (1996), pp. 85-130. 

17. Die Erotapokriseis des Pseudo-Johannes Damaskenos zum Kirchengesang, Eds. 
Gerda Wolfram & Christian Hannick, CSRM 5, Vienna (1997). 

18. Cf. Ozana Alexandrescu, ‘Tratatul Pseudo-Damaskenos...’, pp. 85-87. 

19. See PAIK 63 and MS 9 (State Archives in Drobeta Turnu-Severin), f. 7v: Epunveia 
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of the treatise, and especially the one at its end (Example 13), 
seems to have determined this confusion in attributing the whole 
writing to Plousiadinos: Ταῦτα δὲ πεπόνηται καὶ συντέτακται 
παρά τοῦ ἐλαχίστου τῶν ἱερέων καὶ τῶν ἐμπείρων ἐν μουσικῇ 


κυρίου Ἰωάννου ἱερέως.... 


vend “eng ΠΩΣ 





Πλουσιαδηνοῦ ([. 581). 


. “Ω ‘ 
expe » lays phe “wee τας ‘Wye ar ienpe a Saveyaee + Open Sang pe niog 
νεκὶ vids “πὲμ τὰ. “twat file Wee gk fle νὰ τινὲ regency exipeal fom paren Sunde 
rome Up τοῦ ταν Gobet “πὰ meee 6 jaa rhe ore Pep τεὰ radarnyn nage “prop συλ αἴξ 
weed ed fe χορχοῦ, delty cepa ae “ants open 
oyanlarg Pogue pen Gres “Crepes ΓΟ τῷ 
τ γεύγεηρ pete Apa RAR SP Loegep “weap pani 
dnpap τἰλείσρο alpboous arte Sup Tomei 
5. 1m 
Perron am be ppren ψγκλυὴρυνεῖγρε χαλκεμ 
ΠΣ wu np ᾿λύχυσμιεν 
. : 7 ° ‘ Se 
Beas ὅν τ οὔττωρ “τῶν rosary + Sal μευσνκᾷ τὸ  eusbay'tem τω ota, ἔγοηδον. 
yn “αῤόμαντα, ἰέστα αι peyote, ὦ ον  πρόστο ο)ὸ é y ft ; 
ὑπαρον EF ἂμ δα, « νὰ τὰ Sp Ue τ πβόματα spi a ie πες λέξεται ὀρμηρὴδ is ue 
Aynicass Aeopais . agave E809 Bue πέλεν “ππατήλοσυς,, “wpe Meck νὧτο. Cave ἐμὰ vashvanys yoy πὰ μικροῦ eb sghiion , 
parm ὅς. ὃς ττυμδραζατεοα ἀγνῶτιαῦ “ πρέειῃ. τς παρ ῶῳ - ἥπτον τὸ Drathup (Sapo τὠχεφῶς τυ τ τῶμ “ ἄλραμου Kaen “ouleanp, 









αὐρο δην “νορέχεν »Ἀϑαζωοἴογεν -ἰοῶμα,.- vile odpasta & a, pity Herveagn = 8 μὴ Sasignens Wie τ ὐλάχιν ἀτάχολοον 
Ἔ πὶ ποίμεμα Gb “τὸν πρόμον. φξυ or, "πολ τακὶν Soy fan ὧν ν ἔχουσι o date τοὶ ‘aga ὁτποράσενε τε «ἀοϊνανάμαι,, 
pee» τ σὰ κωμεινοῦτναι Sena Gia παγοῖ τοῦ ἃ γέ: ἄχρυων χων αὐ τον “δύλμόγαν, uk, τ τρίλιώμεν «τοὶ adi wiles 
μουν ombbparres BS μὰ οὔττοι “espe Seiparop peper , xe νοῦ “aS. ὡς ἐν εἰμ τος τ wayne δεὶ γοΐλμομεμ ἔχε τόν "6 
gress Ape nnes MA nok See ῷ τὰ μελιέλρα,ς, βγαγηγιᾶε γάλα Ὁ enor wn “BP wt eopey ἔχω τοῦ ep my δύ πάγος 
oom. 5 emus Sera τοῦ δα» Ἐκ ἂν ἀψυ χὰ “πφοσρϑίγει τῷ ποῦ "leu ab papos δίδωμι ὁ Seri αὐ δὸς γάμος ὧς Ὁ" 
πα ἀρευρο πιο σώόμεστν ν᾿ ayers Κϑγα 4X pera sot τὰ ϑέλνμομ, xen» το AY καὶ pS τάλβμο = τοῦ Hs νοίῆνομου 
worry re οὐν τῷ ‘mcnes:He-van "ἄμμον BE rare γε ὅτι. ἔχεν ταῦ πραγ τ oe: inde, “τοῦ t: the ap Spages ν on 
αὶ, ἃ αίγμτον Sr uaa τὰ τῶν “ea ναὶ τὼ τῶρ “wig ve ἔχον my & * ὃς Ἀξγορἴενδιμο, Ὡσμο τὲ τὸν poyapin ὃ 


wap WPS waste. Syho-wyey Zovpigap os . ποὶ οἱ τὸ μοιδμ δὲ 
πιρίττωψ ἐπιμοώντται - Ter pDy ἕπτως + Ἀμερέυν, reap Sy ἊΝ 
“πιὰ τ τῶν ττόρωῃ to 

oa “Espa τὲ An wpe » ττὸ ‘Foo « ττὸ BPiley + τοὶ ὁ ἀπόηχρε δες. ~ rv, 
who ps τῶν cunigacian, aqhvactaeuirren - “λόξεμτται -τόροι. NE: 
-- τὸ ἀτηντακενὶ . yoo. we ποὶ συ get bapa w= sehen 
τοῖς “ps + πλ διὰττοῦτο πόρον κυρίων, “pilop ws - - vot Fesp τόμος 
αὶ πυρίων GY ὃ εἰαττόρα διεχόμρθρον vygeoow . Sx ig “τόμον κοΐ 
sos Ea πμκασεαγκρκορ αδόν ν WS οὐ Wb Aqciion ἃ μυισυμος. ohne 


ss 
<= 





τ αϊλρέχιος τοῦ “ST: -ιρίδγωγεμ ἔχον “τον εν 

Εν- ταξφονβεβοιλεγαι, ail ὀταιδιρνρὰ Craig yes παρὼν opaleop 
race. mp aopin vot αὐτο, 
aus a5 chrancta (Baise om ὁμοίων “εὲ ὁτὸ “νᾶδι 5 ‘eae τὰ Noy 
ται.- Ae os d Sp ane γιώχας sme Be ἀστιὸ- erp pa vag 
wip Sp tre. ποτὰ Ὁ ἀλλεέίννς, - ssi ποτὰ μὸν Aono wees μόμομ πο 
wee rng warping. oa snes pas 
υδὲς popes. “δριίστις γοῦν ὦ τῷ δέκ vent 
σπρίποι τ μὰ μέσον Ἀν 


Dye “ποιῶν εἶν σγο foals 24 


werreee a-womnae gh 


τοὺ αὐνττοῖι οἷς 
οὐριάνιομϑὺ τοῦ γ᾽ 
AT 7m 


Examples 11, 12: Gr. MS 923, f. 42r, f. 55r (dated ca 1780), BARB 
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Example 13: Gr. MS 923, 
f. 58r (dated ca 1780), BARB 


τῆς τέχνης, ἤτις καὶ παραλλαγή λέγεται, τοῦ Ἰωάννου ἱερέως τοῦ Πλουσιαδηνοῦ. 
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4. The fourth manuscript document comprising writings about the 
Eastern ecclesiastical music theory is Gr. MS no. 9 from the State 
Archives in the town of Drobeta Turnu-Severin,”? which is to be the 
object of analysis in the second part of this study. 

Finally, Type 3 comprises the so called theoretikons which 
deal with the Byzantine music problematic from the perspective of 
the Constantinople reform performed by the Three Teachers at the 
beginning of the 19th century: Chrysanthos of Madytos (ca 1770-1846), 
Chourmouzios Chartophylax (1770-1840) and Grigorios Lampadarios 
(1778-1821). 

With regards to the content of the Romanian treatises, it is 
important to be mentioned that the theoretical writings of Chrysanthos 
of Madytos, especially — the Eioaywy7...,71 and the one of Chourmouzios, 
constituted models that were taken over (integrally of partially), copied 
and sometimes translated and printed by the Romanian musicians. A 
good example is the Theoretikon by Macarie Hieromonk (ca 1770-1836), 
translated after the Eioaywyn... of Chrysanthos and printed in Vienna 
in 1823,” or the Bazul teoretic si practic al muzicii bisericesti sau Gramatica 
melodica (Theory and Practice Basics in the Ecclesiastical Music or Musical 
Grammar) printed by Anton Pann in 1845,” which reproduces significant 
sections from the Mega Theoretikon... by Chrysanthos™ and Kripis... by 
Phokaeos.” It needs to be remembered that the two theoretical writings 
by Chrysanthos were actually the basic manuals when teaching the 
ecclesiastical music in the Romanian Principalities Moldavia and 
Wallachia up to the end of the 19th century.” 


20. Alexie Buzera, ‘Un manuscris grecesc cu teoria notatiei cucuzeliene’, in 
AMB 3 (2001), pp. 99-102. 

21. Chrysanthos of Madytos, Ἐισαγωγή εἰς TO θεωρητικὸν καὶ πρακτικὸν τῆς 
ἐκκλησιαστικῆς μουσικῆς, Paris (1821). 

22. Macarie Hieromonk, Theoriticon sau privire cuprinzdtoare a mestesugului mu- 
sichiei bisericesti dupa asezamantul sistimii cei noao, Vienna (1823). 

23. Anton Pann, Bazul teoretic si practic al muzicii bisericesti sau Gramatica melodica, 
Bucharest (1845). 

24. Chrysanthos of Madytos, Θεωρητικὸν Μέγα τῆς Μουσικῆς, ed. II. 
Πελοπίδης (Trieste, 1832; reprint 1977). 

25. Theodoros Phokaeos, Κρηπίς tov Θεωρητικοῦ Kal πρακτικοῦ THC 
ἐκκλησιαστικῆς μουσικῆς, Constantinople (1842). 

26. The first music grammars in Romanian language in the New Notation so 
far discovered are the following: Rom. MSS 3810 written by Theodor Popovici 
and 4399 written by Ion Theodorache. Both of them are to be found at BARB and 
were written in 1819. 
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Regarding the theoretikons in Greek existing in the Romanian 
libraries, they reproduce, fully or partially, either the same well- 
known Εἰσαγωγὴ... of the Bishop of Prousa, as it is the case of Gr. MS 
761 from Library of Romanian Academy (Example 14), MS copied in 


1820 by Theodoros Gerasimos in Jassy, or the work of Chourmouzios 
Chartophylax. 
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Example 14: Gr. MS 761, f. 5r 
autograph Theodoros Gerasimos (dated 1820), BARB 
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I believe the most important treatise about the New Notation to be found 
as a manuscript remains the Greek codex 850 at the same Romanian 
Academy Library (Example 15). The MS was written in the spring of 
1819, two years before Chrysanthos printed his Eicaywyr)... and has the 
following title: Kavoviov περὶ τῆς μεταβολῆς τῶν κλιμάκων, ἐν ἔτει 
1819, κατὰ μῆνα Μάρτιον. The 16 music scales are accompanied by the 
theoretical explanations, having the denomination both in Byzantine 
and the non-ecclesiastical one. The two initial letters on folio 18r seem to 
indicate Grigorios Lampadarios as being the author. 
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Example 15: Gr. MS 850, f. 18r 
(dated 1819) autograph Grigorios Lampadarios? BARB 
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PART II 


On one hand, the most ample collection of theoretical writings existing 
in the libraries in Romania with regards to the Byzantine music theory 
is Gr. MS 9 (280x163, 89 fols.), which is to be found in the State Archives 
in the city of Drobeta Turnu-Severin, a town located on the Danube in 
the South-West of Romania on the border with Serbia. According to the 
indication on the folio 86v, the codex was copied in the year 1751 by 
Theodoros from Wallachia, at the request and financial support of the 
musician Michail (Example 16). Unfortunately there is no other indication 
to lead to the identification of the one who ordered the elaboration of the 
MS. 
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Example 16: Gr. MS 9, f. 86v (dated 1751), State Archives in 
Drobeta Turnu-Severin, autograph Theodoros from Wallachia 
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Its content is the following: 


> 
> 


f. 1r — the famous kanonion by Gabriel Hieromonk 
f. lv - Παραλλαγῆς ἀπάνθισμα, ἐκ τῆς κὺρ Ἰωάννου τοῦ 
Κουκουζέλους καὶ Μαΐστορος μετροφωνίας καὶ παραλλαγῆς, 
περιέχον τῶν ὀκτὼ ἤχων τὴν διάλεξιν. Ποίημα κὺρ Δημητρίου 
τοῦ Δαμία τοῦ Κρητός. Ἀρχὴ σὺν Θεῷ Ἁγίῳ τῆς μετροφωνίας 
καὶ παραλλαγῆς καὶ μεθόδου τῆς ψαλτικῆς περιέχουσα πᾶσαν 
τῶν ὀκτὼ ἤχων τὴν διάλεξιν ..., ὁ μαΐστωρ ὁ Κουκουζέλης ἐν τῇ 
σοφωτάτῃ αὐτοῦ μεθόδῳ. 
f. 2r -- Περὶ παραλλαγῆς 

f. 3v -- Ἀρχὴ τῶν ἀνιουσῶν φωνῶν 

f. 5v -- Ἀρχὴ τοῦ τετάρτου 

f. or -- Ἀρχὴ τοῦ πλαγίου πρώτουϊἈρχὴ τοῦ πλαγίου δευτέρου 

f. 6v -- Ἀρχὴ τοῦ βαρέος 

f. 71 -- Ἀρχὴ τοῦ πλαγίου τετάρτου 
f. 7v —Epunveta τῆς τέχνης, ἤτις καὶ παραλλαγὴ λέγεται, τοῦ 
κὺρ Ἰωάννου ἱερέως τοῦ Πλουσιαδηνοῦ 
f. 13v -- The modes wheel 
f. 14r — Aévtpov τῆς παραλλαγῆς by loannes Koukouzeles and 
the solfeggio diagram by the same author. 
f. 15r -- Ἡ σοφωτάτη παραλλαγὴ tov Πλουσιαδηνοῦ and tov 
Κρητός (?) 
f. 15v —Epunveia tov τρίτου ἤχου 
f. l6v — Ἕτερον ὅμοιον: εἰς Παύλου στόμα, τοῦ Χρυσοστόμου 
στόμα, Χριστοῦ δὲ στόμα, τοῦ Παύλου πέλει στόμα. Τοῦ 
Χρυσοστόμου, Χριστοῦ καὶ Παύλου στόμα. On the same file there 
is also ἃ kanonion, which probably belongs to Κύριος Ματθαίος 
Τζιγάλας καὶ πρωτονοτάριος ἀρχιεπισκοπῆς Κύπρου. Several 
theoretical indications follow: 
f. 17r -- Κύριοι μετὰ τῶν ttAayiwv/Aipwva πρώτου, dipwvov 
δεύτερον, δίφωνον τρίτον, δίφωνον τέταρτον] Ἐρωταποκρίσεις 
τῆς ἀπορροῆς. 
Folio 17v comprises the most inciting theoretical text from this 
codex: Πόσα εἴδη τῆς μελωδίας; Τρία: ἁρμονικόν, διατονικὸν 
καὶ χρωματικόν (Example 17) and seems to be probably the first 
reference from the interior of the Old Music Semiography to the 
three melodic genera: diatonic, chromatic and enharmonic. 
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Example 17: Gr. MS 9, ff. 17v-18r (dated 1751). State Archives in 
Drobeta Turnu-Severin, autograph Theodoros from Wallachia 


The text is as follows: Πόσα εἴδη τῆς μελωδίας; Tpia’ ἁρμονικόν, 
OLATOVLKOV Kal χρωματικόν. Ἁρμονικὸν εἴδος τῆς μελωδίας ἐστὶν 
ἡ φωνὴ ἡ ἐγγράμματος, ὡς ὁ τῶν ἀνθρώπων στεναγμός. Ἡ δὲ 
ἐναρμόνιος φωνὴ λέγεται καὶ ἡ τοῦ ψιτακοῦ ἤτις ἐστίν ἐγγράμματος 
φωνή. Ἐναρμόνιος δὲ ἐγγράμματος ἐστί, καὶ ἡ τῶν προβάτων βληχή. 
Ἐναρμόνιος εἶδος ἐστὶ τὸ ἐμμελῶς καὶ ἡθιμελώς τὸ ἔμμετρον 
καὶ Kat ἴσον ῥυθμὸν ἐκφερόμενον, ἦτος τὸ δύρυθμον w ἐναντίον 
[7] τὸ ἐμμελὲς ὅπερ δηλοῖ τὸ ἔξω τοῦ μέλους εἶναι ὅτε ἡ μουσικὴ 
χαλαρὰ ἐστίν, ἤτοι τὸ ἄμουσον. Διατονικὸν δὲ ἐστὶ μέλος ὀξύτονον. 
Χρωματικὸν δὲ λέγεται ὅταν οἱ μουσικοὶ βούλωνται χρωματίσαι, 
ἤτοι μολύναι καὶ φθείραι τὸ τοῦ πρώτου μέλος εἰς δεύτερον, ἢ εἰς 
τρίτον, ἢ ἐκ τοῦ τρίτου εἰς τέταρτον, ἢ ἐκ τοῦ τετάρτου εἰς πρώτον, 
ἢ εἰς δεύτερον. Τὸ αὐτὸ καλοῦσιν εἶδος χρωματικόν, εὐρύθμως, 
ἁρμονία, ἀκολουθία, παίδουσις, ἢ ῥυθμὸς κανών, μέτρον, τρόπος, 
μέλος εὔφωνον, τάξις, σύγκρισις, μύξις, γένεσις, ὁμοίωσις, 
ἀντιπαράθεσις."" 


27. The same theory fragment, copied with small changes, can be seen in MS 
188A, f. 46v and f. 115r, dated ca 1800 (Lilian Voudouri’s Library, The Athens 
Concert Hall), as well as in MS 18, ff. 8v-9r, dated 1781 (Konstantinos Psachos’s 


155 


Nicolae GHEORGHITA 


> f. 18r: Epunveia εἰς τὴν μουσικὴν τοῦ ὁσίου πατρὸς ἡμῶν 
Ἰωάννου τοῦ Δαμασκηνοῦ, ἐρωταποκρίσεις τῆς παπαδικῆς 
τέχνης, περὶ σημαδίων καὶ τόνων, καὶ φωνῶν καὶ πνευμάτων 
καὶ κρατημάτων καὶ παραλλαγῶν καὶ ὅσα ἐν τῇ παπαδικῆ 
τέχνη διαλαμβάνουσαι. 


According to the critical edition in CSRM 5, MS 9 from Drobeta Turnu- 
Severin fully comprises, with small changes, the first section of the 
interpretation of Pseudo-Damaskinos, which is Anonymous A [1-369] (ff. 
18r-32r), then from Anonymous B [370-501] only lines 404-500 (ff. 32r-35v), 
from Anonymous C [502-716] only lines 502-508 (f. 35v) and 522-555 (ff. 
35v-37r), integral Anonymous F [750-783] (ff. 37r-38r) and Anonymous G 
[742-749] (f. 17v). 

On folio 38r the codex continues with Ἑτέρα ἑρμηνεία πάνυ 
ὠφέλιμος, ἀκρίβεια Kat ἐρώτησιν καὶ ἀπόκρισιν τῶν ἤχων THC 
παπαδικῆς. Compared to the critical edition taken care of by the 
regretted professor Bjarne Schartau in the collection CSRM vol. IV (1998), 
the copier notes chapter 1 [1-27] (ff. 38r-39r: Ἀκρίβεια Kat ἐρώτησιν καὶ 
ἀπόκρισιν τῶν τόνων THC παπαδικῆς τέχνης), Chapter 2 [29-191] (ff. 
39r-43v: Epunveia τῶν τόνων), chapter 3 [193-230] (ff. 43v-44v: Περὶ τοῦ 
ὀλίγου, καὶ τῆς πετασθῆς), chapter 4 [231-233] (ff. 44v-45r: Περὶ tov 
κουφίσματος), chapter 5 [235-240] (ff. 45r: Περὶ tov κεντήματος), chapter 
6 [241-279] (ff. 45r-46v: Epunveia — περὶ tov κουφίσματος), chapter 7 
[280-314] (ff. 46v-47v: Περὶ τῆς υψηλῆς), chapter ὃ [315-328] (ff. 47v-48r: 
Περὶ τῶν δύο κεντημάτωνῚ, chapter 9 [330-491] (ff. 48r-53v: Epunveia. 
Epunveia τῶν δύο κεντημάτων), chapter 10 [494-519] (ff. 53v-54v: Τέλος 
τῶν AVLOVOWV φωνῶν, καὶ ἀρχὴ τῶν κατιουσῶν), Chapter 11 [520-643] 
fragmentarily presented (only 630-643 [f. 54v: Μαρτυρία]), chapter 
12 [645-731] (ff. 54v-57r: Περὶ τῶν δύο ἀποστρόφων), chapter 13 [733- 
739] (f. 57r: Epunveia), chapter 14 [740-773] (ff. 57r-58r: Παραγγελία), 
chapter 15 [775-890] (ff. 58r-61r: TTapayyeAia), chapter 16 [893-934] (ff. 
61r-62r: Περὶ τῆς ὑπορροῆς), chapter 17 [935-960] (ff. 62r-64r: Περὶ τοῦ 
πιάσματος καὶ σείσματος) and the last chapter 18 [961-1043] (ff. 641-65v: 
Epunveia). 


Library, Athens). I am grateful to musicologist Emmanouil Giannopoulos for 
his willingness to have made available to me the electronic format of these two 
MSS. 
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f. 65v -- Epunveia ἑτέρα κὺρ Μανουὴλ Maiotpov tov Xpvoddn, περὶ 
τῶν ψαλτικῶν κεφαλαίων in which the six qualities of the medieval 
musician are briefly presented, but also other fragments arbitrarily 
copied). 

f. 66v - Etvuodoyia περὶ τῶν ἀφώνων σημαδιῶν by Gabriel 
Hieromonachos (r. 302-360; 375-376)” 

f. 681 — Epunveia κὺρ Μανουὴλ Xpvoddov tov Λαμπαδαρίου, περὶ τῶν 
φθορῶν" 

f.75 r—Epunveia Παχωμίου ἱερομονάχου, περὶ φθορῶν 

f. 75v -- Περὶ τοῦ δέματος τοῦ νενανὼ τοῦ λεγομένου παράχις περάκης 
αζυζήν 

f. 77ν — another kanonion 

f. 80v -- Epunveia περὶ τοῦ τερερὲμ Kal ἀπόδειξις Tapa διαφόρων 
διδασκάλων... 

f. 881 -- Ἑτέρα ἑρμηνεία καὶ ἀπόδειξις Ἐμμανουὴλ ἱερέως τοῦ Δεκάρχου 
καὶ Κρητός, καὶ τοῦ ἱεροῦ Εὐαγγελίου ταπεινοῦ κήρυκος. 

f. δόν -- The note in Greek of the manuscript’s copier (see above Example 
16). 

f. 871 — Ἑτέρα ἑρμηνεία... tov λαμπαδαρίου κὺρ Iwavvov.... 

f. 87ν --Α note in Romanian language (date 14th October 1856), by Stefan 
Paltinescu Paharnic, protopsaltis at the Monastery of Saint Spiridon in 
Jassy, confessing that at that date the manuscript was in his possession. 
f. 88r — the same kanonion from f. 77r. 

f. 89r — a theoretical fragment repeated from f. 80v from Ἑρμηνεία περὶ 
τοῦ τερερέμ. 


On a simple overview, one could notice the heterogeneous 
content of this compilation, which cannot be framed in the so-called 
classical pattern, imposed by the treatises of Manuel Chrysaphes and 
Gabriel Hieromonk, and rather reaching the typology of the Akriveia or 
the Erotapokriseis by Pseudo-Damaskinos. 


28. The Treatise of Manuel Chrysaphes, the Lampadarios: On the Theory of the Art 
of Chanting and on Certain Erroneous Views That Some Hold About it. Edited from 
Mount Athos, Iviron Monastery MS 1120 (July, 1458). Text, Translation and 
Commentary Dimitri E. Conomos, CSRM 2, Vienna (1985), pp. 46-49 (r. 180- 
199), pp. 40-41 (τ. 71-75; 92-96), pp. 42-43 (τ. 104-106, 109-112). 

29. Gabriel Hieromonachos. Abhandlung tiber den Kirchengesang, Eds. Christian 
Hannick & Gerda Wolfram, CSRM 1, Vienna (1985), pp. 64-73. 

30 Manuel Chrysaphes, the Lampadarios..., pp. 48-67. 
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Another element to be remarked is the presence of three names 
belonging to the island musical tradition: the famous Cretan composer 
from the 17th c. Dimitrios Tamias (active 1610-1660) (Example 18), with 
his compilation from the works of loannes Koukouzeles (Παραλλαγῆς 
ἀπάνθισμα), Emannuel Dekartos with his Interpretation on the kratemata 
and Mathaios Tzigalas protonotarios from the Archbishoprics in Cyprus 
(Example 19), to whom probably the kanonion and text on folios 16v and 
17r also belonged. 
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Example 18: Gr. MS 9, f. lv (dated 1751), 
State Archives in Drobeta Turnu-Severin, 
autograph Theodoros from Wallachia 


158 


Byzantine Music Treaties 


> Fs 


er, ay ε 
- (99 O( ore: 


Ε Bury FoMmnr » ‘ FN vey Be Mov Be Mo. ’ XS 
‘ Λ ; . - tf 
ji! bi = -; ͵ F \ 
κυ Oe Bele Bie ae oa 


x vergemeyv Yager sy pad y 
f - ᾿ at S “| Settee “πὸ 





᾿ ae 
3a a <= 3 
ἃ ἢ OS dem eur rents [1} τπινὴν.." δ: a 
ΗΝ : yf yt 
oO ὁ S15 Ms 
wire τῷ » Eee 
“SN E » το © 
; art 
v. τῷ éf xs ae 
Cn g Wo oe 
me Se Ἂ ἣν RY 
: εἰ Σ st # OD 
Sas SS Ἐν 
we, ὦ Pe ny τ ἢ » 
ay ὃ ΄ τ τ 
eo oe eo αἰ 
= % 


75 ‘ 5", ν y 
Ve vy ag eT Bprh0 5 why MYG > 1084 Brow νὰ Yor 


(mre 5H τούχχεν: og “χι 5 





Example 19: Gr. MS 9, f. 16v (dated 1751), State Archives in 
Drobeta Turnu-Severin, autograph Theodoros from Wallachia 
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According to the testimony given by musicologist dr. Emmanouil 
Giannopoulos, it seems that there are at least other four manuscripts 
in the libraries of the world, with approximately the same content as 
the one in Drobeta Turnu-Severin: MS 188A (dated 1781 [f. 96r])*' at the 
library Konstantinos Psachos in Athens, MS 18 (ca 1800) at the library 
Lilian Voudouri in Athens, a codex at Great Lavra 169-Mount Athos that 
was not catalogued and a manuscript from Monastery of St. Nicholas- 
Andros Island. The same musicologist suggests that three out of the 
four above mentioned codices (except the one in Andros Island), were 
written by Mathaios Tzigalas, protonotarios of the archbishopric of Cyprus.* 

By comparison with the critical editions from the series of CSRM 
taken care of by professors Gerda Wolfram, Christian Hannick and the 
regretted professor Bjarne Schartau, it can be noticed that most part of 
the MS reproduces the Erotapokriseis by Pseudo-Damaskinos (the integral 
Anonymos A, F and G, and fragmentary Anonymus B and C) and the 
treatise Akriveia which is fully reproduced (except lines 520-529 in chapter 
11). To these two treaties one could add the compilation elaborated by 
Dimitrios Tamias from the writing attributed to Koukouzeles, fragments 
from the treatise of Manuel Chrysaphes (Περὶ τῶν φθορῶν and Περὶ 
tov ψαλτικῶν kepadaiwv), the chapter Περὶ τῶν POopwv by Pachomios 
Hieromonk, the kanonion by Gabriel Hieromonk, Interpretation on the 
tererem by Nikolaos Malaxas and Emmanuel Dekartos and another 
interpretation attributed to Ioannes Lampadarios, probably Glykys 
(Example 20). 


31. On the same file, the name AHMHTPIOX O XMYPNAIOZX is written in 
acrostic. 

32. E. Giannopoulos, Mia συλλογή χειρογράφων Ψαλτικής Téxvnc στη 
Μεγάλη Μουσική Βιβλιοθήκη της Ελλάδος “Λιλιάν Bovdovpn”. See http://us- 
ers.auth.gr/~ mangian/, webpage accessed on 10.01.2010. Idem, Τὰ χειρόγραφα 
Ψαλτικῆς Τέχνης τῆς νήσου Ἄνδρου. Avadvtikoc περιγραφικὸς κατάλογος, 
Ἀνδριακὰ Χρονικὰ 36 (2005). See, also Idem, Ἄνθηση, pp. 195-196; 522-527. 
Idem, ‘The Stability and Continuity of the old tradition in Cretan psaltic art in 
the 17th century and generally in the following centuries’, in Tradition and In- 
novation in Late-and Postbyzantine Liturgical Chant, Acta of the Congress held at 
Hernen Castle, the Netherlands, in April 2005, A.A. Bredius Foundation, edited 
by Gerda Wolfram (2008), p. 168, footnote 9. 

33. Idem, Mia συλλογή... 
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Example 20: Gr. MS 9, f. 87r (dated 1751), State Archives in 
Drobeta Turnu-Severin, autograph Theodoros from Wallachia 


161 


Nicolae GHEORGHITA 


Abbreviations 


ΑΜΒ - Acta Musicae Byzantinae, Centrul de Studii Bizantine Jassy, 
Romania 

BARB - Biblioteca Academiei Romane, Bucharest 

BCUI - Biblioteca Central Universitara “Mihai Eminescu”, Jassy 

BNB -- Biblioteca Nationala, Bucharest 

BR — Bizantion Romanicon, Revista de Arte Bizantine, Academia de Arte 
,George Enescu”, Jassy 

BSS — Biblioteca Sfantului Sinod, Bucharest 

BUCMR - Biblioteca Uniunii Compozitorilor si Muzicologilor din 
Romania, fund George Breazul, Bucharest 

EIBMBOR - Editura Institutului Biblic si de Misiune al Bisericii Ortodoxe 
Romane, Bucharest 

MN - Manastirea Neamt, Romania 

MO -- Muzeul Olteniei, Craiova, Romania 

ΡΑΜΚ —- Pyccxun Apxeoazormyueckui ΜΗΟΤΗΤΥΤ B KoncraHTMHono0de 
SCIA — TMS -- Studii si Cercetari de Istoria Artei, seria Teatru, Muzica, 
Cinematografie, Bucharest 
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OI KAAATITEXNIKEZ KAT ΜΟΥΣΙΚΟΛΟΓΙ͂ΚΕΣ ΣΠΟΥ͂ΔΕΣ 
BYZANTINHE MOYXIKHE LTH POYMANIA® 


Ano τη διατύπωσή του, TO θέμα αυτό AKovyETaL πολύ φιλόδοξο. O 
σκοπός μου όμως είναι να προσπαθήσω VA παρουσιάσω, συγκεκριμένα, 
τὴν ευρεία δραστηριότητα εξελιγμένη από τους Ρουμάνους 
μουσικολόγους και καλλιτέχνες κατά την διάρκεια 50 χρονών. 


1. H σύγχρονη επιστημονική ἔρευνα της βυζαντινής μουσικής 
στη Ρουμανία άρχισε με τον Joan Dumitru Petrescu-Visarion (+1970), 
EVA από τους σημαντικότερους Ρουμάνους μουσικολόγους, ο οποίος 
έδρασε στην ίδια γενιά με τον Egon Wellesz, H. J. W. Tillyard, Carsten 
Heeg, Lorenzo Tardo κτλ. Μαθητή tov Amédée Gastoué oto Παρίσι 
και στενός φίλος tov Lorenzo Tardo, o Ioan D. Petrescu-Visarion 
απασχολήθηκε μὲ τὴν aAExXaLoAoyiKT, διάσταση τῆς Βυζαντινής 
Μουσικής, ἀφήνοντας, στον τομέα αυτό, πολύ γνωστές έἐέρευνες 
στους ειδικούς, όπως Les idiomeles et le Canon de l'Office de Noél (Paris, 
1932), Etudes de paléographie musicale byzantine (tou. I, Βουκουρέστι, 
1967), Etudes de paléographie musicale byzantine — Office de la Semaine 
Sainte (tou. Il, Βουκουρέστι, 1984), κτλ. 

Μέχρι την Enavaotaon, ἡ οποία ἔγινε to Δεκέμβριο 1989, 
TA κέντρα EVOLAPEQOVTOS των ΡῬουμάνων μουσικολόγων ήταν, 
τουλάχιστον, δύο: 

A. To σχολείο της Μονής Πούτνα, για το οποίο ἔγραψαν ο 
Ioan D. Petrescu-Visarion, ο Grigore Pantiru-o οποίος αἀπασχολήθηκε 
και μὲ τὴν ἐκφωνητική σημειογραφία, o Gheorghe Ciobanu, o Marin 
Ionescu, o Titus Moisescu κτλ., καὶ 

B. H δράση μετάφρασης και προσαρμογής του Βυζαντινού 
μέλους στη Ρουμανική γλώσσα. H ἐρευνά τοὺς κατευθύνθηκε, 
ELOLKOTEQA, προς TH μεταβυζαντινή περίοδο καὶ τοὺς πρώτους 
συνθέτες, που αρχίζοντας HE TO 180 αιώνα, ἔγραψαν OTA ρουμανικά. 
Ot σημαντικότεροι μουσικολόγοι AUTIS τῆς περιόδου υπήρξαν: 
o Sebastian Barbu-Bucur, o Titus Moisescu, o Nicolae Moldoveanu, o 
Alexie Buzera, o Constantin Catrina, o Florin Bucescu κτλ. Μαζί μὲ 
αὐτούς προσθέτονται και άλλα TELA ονόματα, TA οποία SEV ήρθαν 
σε άμεση σχέση μὲ TA παραπάνω θέματα και που ἔδρασαν κατά ἕνα 


* KENTPO ΕἘΚΚΛΗΣΙΑΣΤΙΚΗΣ ΜΟΥΣΙΚΗΣ, BYZANTINH ΛΕΙΤΟΥΡΓΙΚΗ 
ΣΚΗΝΗ͂, B’ ΔΙΕΘΝΕΣ ΣΎΝΕΔΡΙΟ ΒΥΖΑΝΤΙΝΗΣ ΜΟΥΣΙΚΗ͂Σ. ΔΙΑΠΑΝΕΠΙΣ- 
THMIAKH ΣΥΝΕΡΓΑΣΙΑ. Ἐπιμόρφωση -- Εξομοίωση -- Μεταπτυχιακές 
Σπουδές, Thessaloniki, 9-10 December 2004 (forthcoming). 
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διάστημα, ἔξω από TA σύνορα της Ρουμανίας: ἡ Stela Sava, ἡ Adriana 
Sirli, ἡ Hrisanta Petrescu-Marin. 

Eketvo που είναι πολύ σημαντικό είναι TO γεγονός OTL KATA 
τὴ μετά κομμουνιστική περίοδο, ο ἀριθμός EQEVVWV, που αφορούν 
τη Βυζαντινή μουσική, αυξήθηκε. Η ερμηνεία του φαινομένου αυτού 
συνίσταται στο ότι ἡ θρησκευτική και πολιτική ἐλευθερία μετά TO 
1990, επέτρεψαν μεγαλύτερη ελευθερία σκέψης και εκφράσεως των 
θρησκευτικών πεποιθήσεων. 

Σύμφωνα μὲ την ἔρευνά μου, OL μελέτες βυζαντινής 
μουσικολογίας στη Ρουμανία είναι πάνω από 500. 

Ἐπίσης, τα συνέδρια Βυζαντινής Μουσικής που έγιναν στο 
Βουκουρέστι, Piatra Neamt, Timisoara καὶ κυρίως στο ΙΪάσιο, οδήγησαν 
στὴν EKOOOT κάποιων ειδικών περιοδικών. Στις σελίδες τους ἔγραψαν, 
μαζί μὲ τους Ρουμάνους μουσικολόγους, αφιερωμένα ονόματα 
του τομέα: ο Dimitri E. Conomos, o Christian Hannick, ο Bozhidar 
Karastoyanov, 0 Neil Moran, ἡ Gerda Wolfram, o Antonios Alygizakis, 
ἡ Vesna Peno, o Angelo Rusconi, o Lykourgos Angelopoulos, 0 Iwavvnc¢ 
Αρβανίτης, o Nektarios T. Paris, ο Panagiotes Ch. Panagiotides, ὁ 
Agamemnon Tentes, o Giaccomo Baroffio, ἡ Maria Alexandru, ἡ Sandra 
Martani, o Marco D’Agostino, n Leandra Scappaticci, o Franz Metz, o 
Alexander Lingas, ἡ Danica Petrovic, ἡ Elena Tonéeva, o Gregory Myers, 
o Jorgen Raasted, o Eustathios Makris, o John Plemmenos κτλ. 

Στὴ ρουμανική δημοσιογραφική γραμματεία ειδικότητας, 
TO σημαντικότερο περιοδικό παραμένει Acta Musicae Byzantinae 
oto Ἰάσιο, το οποίο ἔφτασε σήμερα, στο νούμερο 8, περιοδικό που 
ιδρύθηκε και διευθύνεται από TOV Traian Kat τὴν Gabriela Ocneanu. 


2. Είναι αυτονόητο ότι, σε ολόκληρη THY κομμουνιστική 
περίοδο, που διήρκησε πάνω από τα 50 χρόνια, ἡ καλλιτεχνική 
διάσταση της βυζαντινής μουσικής ETUBLWOE μόνο σε λίγα μοναστικά 
κέντρα της Ρουμανίας. 

Μετά τα γεγονότα του 1989, ο κεντρικός σκοπός τῆς ρουμανι- 
κής μουσικολογίας ήταν ἡ αναγέννηση avtys τῆς μουσικής και 
ἡ €QEVVA της επί TH επιστημονική βάσει. Το πρώτο βήμα υπήρξε 
TN εισαγωγή της ψαλτικής τέχνης στο πανεπιστημιακό επίπεδο, 
προσφέροντας, μὲ τον τρόπο αυτό, ευρύτερη προοπτική σε ολόκληρο 
τον μουσικό πολιτισμό. 

Όπως εἰναι γνωστό, το 1860 θεμελιώνεται το Κονσερβατουάρ 
του Iactou και το 1864 το Κονσερβατουάρ του Βουκουρεστίου, δηλαδή 
του σημερινού Ἐθνικού Πανεπιστημίου Μουσικής. 
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Ot καλλιτεχνικές και μουσικολογικές σπουδές 
βυζαντινής μουσικής στη Ρουμανία 


Μετά 80 χρόνια, το 1924 ιδρύεται ἡ Ακαδημία Θρησκευτικής 
Μουσικής ὑπό της διεύθυνσης του μουσικολόγου Tit Simedrea 
και ἀργότερα, τοῦ Ioan D. Petrescu-Visarion. Δυστυχώς, ἡ ἀρχή της 
κομμουνιστικής περιόδου OTN Ρουμανία συμπίπτει μὲ τὴν κατάργηση 
αυτής της μορφής θρησκευτικής μουσικής ανώτατης εκπαίδευσης 
και άλλων 40 σχολών ψαλτικής τέχνης και θεολογίας. 

Exetvoc που κατόρθωσε τὴν αποκατάσταση αὑτής της 
ψαλτικής παράδοσης, μετά ήμισυ αιώνα-πιο συγκεκριμένα το 1990- 
ήταν ο Καθηγητής Sebastian Barbu-Bucur. 


3. Σήμερα, to Εθνικό Πανεπιστήμιο Μουσικής tov 
Βουκουρεστίου, αποτελείται από δύο μεγάλες σχολές: 
α. Το Πανεπιστήμιο Σύνθεσης -- Μουσικολογίας -- Διεύθυνσης 
Ορχήστρας και Χορού -- Παιδαγωγικής -- Βυζαντινής Μουσικής 
—Jazz και 
β. To Πανεπιστήμιο Eounvetac μὲ δύο Τμήματα: Όργανα Kat 
Κάντο -- Όπερας — Παραγωγής. 


Amo to 2003, το πρόγραμμα της Μουσικής Ἐκπαίδευσης to 
οποίο μέχρι τότε διαρκούσε 5 έτη, περιορίσθηκε σε 4 έτη, παράλληλα 
ιδρύθηκε Eva VEO τμήμα, εκείνο τῆς Γρηγοριανής Μουσικής. 


To Ἱμήμα Ψαλτικής Téxvng και Παλαιογραφίας της 
Βυζαντινής Μουσικής είναι ένας τομέας στα πλαίσια του οποίου, 
μαζί με τις βασικές επιστήμες, όπως: Η θεωρία της δυτικής μουσικής, 
Η διεύθυνση χωρού, H αρμονία, To κοντραπούντο, Ol μουσικές 
φόρμες, Η ιστορία της παγκόσμιας και ρουμανικής μουσικής, Η 
μουσική αἰσθητική, H λαογραφία κλτι., διδάσκονται και Η ιστορία 
της Βυζαντινής μουσικής, Η θεωρία και πράξη της ψαλτικής τέχνης, 
Η παλαιογραφία της Βυζαντινής Μουσικής και Η υμνογραφία. Τια 
καθεμία από AVTES τις επιστημονικές ειδικότητες αφιερώνονται δύο 
ώρες μαθήματα κάθε εβδομάδα. 

TO EKTAWEVTLKO πρόγραμμα AVTOV του τμήματος επιτρέπει 
στους αποφοίτους VA αποκτούν διπλή ειδίκευση: αὐτοί μπορούν 
va διδάσκουν, από την μία πλευρά, στις μουσικές σχολές και OTA 
μουσικά λύκεια και πανεπιστήμια, KAL από τὴν άλλη πλευρά, OTA 
θεολογικά σεμινάρια και πανεπιστήμια. 
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4. Παράλληλα, ιδρύθηκε ἡ χορωδία Βυζαντινής μουσικής 
Psalmodia. H δράση της χορωδίας αυτής περιλαμβάνει κάθε χρόνο 
περίπου 10 τουρνέ, στη Ρουμανία Kat TO εξωτερικό, από τις οποίες 
OL πιο σημαντικές είναι στα Ϊεροσόλυμα, Ναζαρέτ, Βηθλεέμ, στη 
Θεσσαλονίκη -- ota πλαίσια των Δημητρίων, στὴν Αθήνα στο 
Ωδείο Αθηνών, στην Πτολεμαΐδα, στην Ἰταλία κτλ. H χορωδία ἔχει 
εκδώσει ἐπίσης 12 CD μὲ περιεχόμενο κυρίως αγιορείτικο Ρουμανικό 
ρεπερτόριο. 


5. Μαζί με τις κατευθύνσεις ἔρευνας και ερμηνείας της 
ψαλτικής τέχνης, τις OTLOLES αναφέρθηκα παραπάνω, ὑπάρχουν και 
διδακτορικές διατριβές στο πλαίσιο τῆς μουσικολογίας που αφορούν 
τὴν Βυζαντινή μουσική. 

ΣτηΡουμανία ὑπάρχουν σήμερατρία πανεπιστημιακά κέντρα, 
TA οποία προσφέρουν τὴν δυνατότητα εξειδίκευσης σε αυτή τὴν 
τέχνη. Δύο βρίσκονται στο Βουκουρέστι: στο Εθνικό Πανεπιστήμιο 
Μουσικής και στην Θεολογική Σχολή ενώ το άλλο βρίσκεται στο 
Ιάσιο στο Πανεπιστήμιο George Enescu. Ot ἐπιβλέποντες καθηγητές 
είναι οἱ εξής: ο Sebastian Barbu-Bucur, o Victor Giuleanu, ο Nicolae 
Moldoveanu και o Gheorghe Firca. 

Le κάθε επιβλέποντα καθηγητή παρέχονται κάθε χρόνο, από 
τοΥὙπουργείο Παιδείας, από τρεις νέες θέσεις και η διάρκεια σπουδών 
είναι 6 χρόνια, το πολύ. 

Η ἐρευνά μου δείχνει ότι στὴ Ρουμανία μετά το 1990, οαριθμός 
διδακτόρων και ὑποψήφιων διδακτόρων στη βυζαντινή μουσικολογία 
είναι πάνω από 30. 


6. Η δική μου εἐπιλογή ὡς υποψήφιο διδάκτορα στο 
Πανεπιστήμιο Μακεδονίας μὲ επιβλέποντα τον Καθηγητή κ. 
Αντώνιο Αλυγιζάκη ὑπαγορεύεται από την ἀνάγκη να εἐρευνήσω 
ἐπιτοπίως τὴν χειρόγραφη παράδοση στην Ἑλλάδα και να σπουδάσω 
στενότερα την γλώσσα και τον πολιτισμό της. Η χώρα μου με την 
Ελλάδα EXEL μακραίωνες σχέσεις και φιλίες αλλά και πολιτιστικές 
συνεργασίες. 


7. Τέλος, έχω την πεποίθηση ότι αυτή ἡ συνάντηση αποτελεί 


EVA σημαντικό βήμα στὴν κοινή προσπάθεια διαπανεπιστημιαιής 
συνεργασίας στο θαυμάσιο χώρο της Βυζαντινής Μουσικής. 
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TRADITION AND RENEWAL 
IN THE ROMANIAN BYZANTINE MUSIC EDUCATION* 


I. Introduction 


Although it may sound quite generous, this subject refers only to the 
activity performed by the Byzantine Music Department in the National 
University of Music in Bucharest. 

The Union of the Romanian Principalities on 24th January 
1859 determined a series of reforming processes, which also included 
the foundation, on 6th October 1864, of the Academy of Music and 
Declamation in Bucharest,! nowadays The National University of 
Music. Its purpose was to train artists in church music (our underline), 
instrumental and vocal music, and dramatic art.” 

Having passed six decades since its foundation, and at the same 
time with the Romanian Church promotion to the rank of Patriarchy 
(4th February 1925), the speech orated on this occasion by the Patriarch 
Miron requested the foundation of the Academy of Religious Music,’ an 


* KENTPO ΕἘΚΚΛΗΣΙΑΣΤΙΚΗΣ ΜΟΥΣΙΚΗΣ, BYZANTINH AEITOYPIIKH 
XKHNH, A’ ΔΙΕΘΝΕΣ SYNEAPIO BYZANTINHY ΜΟΥΣΙΚΗΣ. ΔΙΑΠΑΝΕΠΙΣ- 
THMIAKH  XYNEPIAXIA.  Epevva-Exnaidevon-Kadditexvixd — Epyo, 
Thessaloniki, 30 -31 October 2003 (forthcoming). 

1. Decree no 1312 of The Regulation for the Academy of Music and Declamation 
(Regulamentul pentru Conservatorul de Muzica si Declamatiune) stipulated the 
foundation in Romania of not only the Music Academy in Bucharest, but also in Iasi. 
2. Corneliu Moldoveanu, “Music and Dramatic Art Academy in Bucharest” 
(“Academia de muzica si arta dramatica, Bucuresti”), in: The Romanian Music 
Today (Muzica roméanesca de azi), P. Nitulescu, Bucharest, 1939, p. 881; see also 
The Academy “Ciprian Porumbescu” (1864-1964) (Conservatorul “Ciprian 
Porumbescu” [1864-1964]), Bucharest, 1964, p. 17; Sebastian Barbu-Bucur, 
“The Church Music Academy in the past and today” (“Academia de muzica 
bisericeasca in trecut si astazi”), in: Byzantion Romanicon V, Byzantine Arts 
Magazine (Revista de Arte Bizantine), George Enescu Art University, Iasi, 1999, p. 5. 
3. On this occasion, I. Popescu-Pasdrea launches a Motion to the Filial and 
Psalms with concrete proposals to achieve the “desiderate (...) cherished by all 
the singers in the whole country and expressed in the six general congresses 
which have been hold by church singers, being convinced that it is a whole duty 
to listen to the voice of the good Pastor and to contribute with all their power 
to the achievement of this great wish and need of our Holy Church, in order to 
preserve the fine musical artistic treasures gifted to us by the past as a talisman 
of the ancient faith and piety.”, I. Popescu-Pasarea, ,,Church Music Academy 
and the Church Singers House” (,,Academia de muzica bisericeasca si casa 
cantaretilor bisericesti”), in: Culture (Cultura) no. 3-4, March-April, 1925, pp. 8-9. 
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institution which is “absolutely necessary in order to revitalize the old 
church music up to the current artistic standards” .* 

This high church musical studies school functioned in Bucharest 
between 1924 — 1927, being legislated under this title (The Religious Music 
Academy), no sooner than on 5th March 1928, at the impulse of the same 
Patriarch Miron.® Its first temporary rector was the Metropolitan bishop 
Tit Simedrea, and commencing in the following educational year, the 
Academy leadership was to be entrusted to one of the most representa- 
tive personalities at that time: Constantin Brdiloiu.® 

No less important and beneficial proved to be the activity as pro- 
fessor and rector of the institution developed by the Amédée Gastoué’s 
apprentice, none other than the musicologist Ioan D. Petrescu-Visarion. 
After a short period of time (1938 — 1941) during which it was under the 
exclusive guidance of the Cults and Arts Instruction Ministry, The Reli- 
gious Music Academy in Bucharest passed as the department of the Music 
and Dramatic Art Royal Academy under a new title: The Religious Music 
Department.’ Nevertheless, in the same year, a new department recov- 
ered the name of The Religious Music Academy, functioning as a special 
section of the Music and Dramatic Art Academy in Bucharest, under the 
leadership of the Academy rector and the guidance and control of the 
Patriarch of Romania.® “The didactic and administrative titular person- 
nel of The Religious Music Academy pass to the newly founded section of 
the Music and Dramatic Art Academy in Bucharest.”? 

Unfortunately, the beginning of the communist period in 
Romania and especially of the education reform in 1948 (Decree no. 
173/3 August 1948) led to the abolishment of the Religious Music Section 
within the Music and Dramatic Art Academy.” 


4. Alexie Buzera, ,,Constantin Brailoiu and the Religious Music Academy” 
(,Constantin Brailoiu si Academia de muzica religioasa”’), in Centenary 
Constantin Brdiloiu, edition supervisors Vasile Tomescu and Michaela Rosu, 
Bucharest, 1994, p. 192, cf. Archim. Tit Simedrea, Romanian Patriarchy, Papers 
and Documents (Patriarhia Romanesca, Acte si documente), Bucharest, 1926, p. 27. 
5. Sebastian Barbu-Bucur, op. cit., p. 6. 

6. It is important to mention the subjects taught at the Academy until 1948: 
Byzantine Music, Byzantine Music Palaeography, Gregorian chant, Liturgics, 
Pedagogy, Hymnology, Harmony, Counterpoint, Choral Composition, Conducting, 
Compared Solfeggio, History of Music, Folklore, Choral Chant, Canto, and Diction. 

7. Sebastian Barbu-Bucur, op. cit., p. 7. 

8. Ibid. 

9. Official Monitor, p. I, no. 247/17 October 1941, Law no. 922, art. 6, p. 6378; 
apud. Sebastian Barbu-Bucur, op. cit., p. 7. 

10. The verbal testimonies of some of the musical personalities of the time, point 
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The one who continues this tradition half a century later -- more 
exactly 1990 -- is the Archdeacon University Professor Dr. Sebastian 
Barbu-Bucur, apprentice of the professor Dimitrios Surlatzis 
(Thessaloniki) and the most important researcher in the Byzantine 
Musicology area in Romania. 


Today, the National Music University in Bucharest covers all the 
music academic fields" and divides in two faculties: 
1. Performing Art (Instrumental performance and Singing) and 
2. Composition, Musicology and Conducting, including the 
department of Educational Sciences, Jazz and Pop Music as well as 
Byzantine and Gregorian Music. 


II. The Byzantine Music and Byzantine Musical Palaeography 
Department is a section which counts 20 students, and within it, 
along with other basic subjects as The Superior Theory of Music, Choral 
Conducting, Harmony, Counterpoint, Musical genres and forms, Musical 
Aesthetics, Romanian Musical Folklore, Canto, etc., there are also taught The 
History of Byzantine Music and its evolution in the Romanian spirituality, The 
Theory and Practice of Byzantine Music, Liturgics, Hymnography, and The 
History of Christian Church. Each of the specialty subjects is allocated a 
weekly course and seminar. 

The basic works which are mainly studied are: The Anastasimataria 
by Macarie the Hieromonk, Anton Pann and Dimitrie Suceveanu, 
The Idiomelar (collection of idiomela and doxastastika) by Dimitrie 
Suceveanu, The Sticherarion by Nektarios Vlachos, The Mathematarion and 
The Anthology, to which we can add an important number of volumes 
published under the guidance of Prof. Sebastian Barbu-Bucur. 

Part of these creations are translated from Byzantine and 
especially post-Byzantine composers: Ioannes Damaskenos, Ioannes 
Koukouzeles, Xenos Korones, Chrysaphes the Younger, Germanos Neon 
Patron, Petros Bereketis, Balasios the Priest, Petros Peloponnesios, Petros 
Byzantios, Dionysios Photeinos, Grigorios Protopsaltes, Chourmouzios 
Chartophylax etc.. 


out the fact that all the Byzantine music documents had been burned. Thus it is 
explained that when the section was refounded in 1990, Prof. Sebastian Barbu- 
Bucur did not find a single page of Byzantine music in the university library. 
See Sebastian Barbu-Bucur, op. cit., p. 7, footnote 14. 

11. Composition, Musicology, Performance, Music Education, Orchestra and Choir 
Conducting, Byzantine and Gregorian Music and Music Research. 
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Naturally, an important number of the creations studied belong to 
the most representative Romanian composers: Mihalake Moldovlachos, 
Iosif Skimonachos, Visarion the Psalt, Macarie the Hieromonk, Anton 
Pann, Ghelasie Basarabeanul, Dimitrie Suceveanu, Ioan Zmeu, Chiril 
Popescu, Ioan Popescu-Pasarea, Sebastian Barbu-Bucur etc. 


III. The research and interpretative activity 


The foundation of the Byzantine Music and Byzantine Music 
Palaeography Department in the National University of Music, by the 
Archdeacon Prof. Dr. Sebastian Barbu-Bucur also coincided with the 
foundation of the Byzantine music choir “Psalmodia”. Every year, this 
choir succeeds in numerous national and international competitions, 
the most important being in Jerusalem, Nazareth, Bethlehem, Jericho, 
Thessaloniki (within Dimitria Festival), Ptolemaida (Greece), Athens etc. 

Its interpretative activity concretized in the recording of twelve 
CDs, which contain creations of the most representative of Romanian 
composers from Romania and from Mount Athos. 

As well, an important step in cultivating the inter-university sci- 
entific spirit was the organizing of the First International Congress of 
Byzantine Musicology (2001) in the National University of Music, an 
event which was possible due to the support and blessing of Teoctist 
(1915 -- +2007), Patriarch of the Romanian Orthodox Church. 

In the end, Iam convinced that this first meeting in the Byzantine 
Musicology Department of the University of Macedonia, constitutes an 
important step in achieving as closely as possible an inter-university col- 
laboration in the wonderful field of the Byzantine musical art. 
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SOME OBSERVATIONS ON THE STRUCTURE 
OF THE NOUTHESIA PROS TOUS MATHITAS BY 
CHRYSAPHES THE YOUNGER FROM THE GR. MS. NO. 840 
IN THE LIBRARY OF THE ROMANIAN ACADEMY (A.D. 1821)* 


Written about 1671,' the Nouthesia pros tous mathitas by Chrysaphes 
the Younger (fl.1650 — 1685) is one of the methods which quite eloquently 
expresses the educational engagement — musically speaking — between 
the master and the mathitis (apprentice) and the special relation that 
must exist between them: 


Ὁ θέλων μουσικὴν μαθεῖν καὶ θέλων ἐπαινεῖσθαι 
θέλει πολλὰς ὑπομονάς, θέλει πολλὰς ἡμέρας, 
θέλει καλὸν σωφρονισμὸν καὶ φόβον τοῦ Κυρίου, 
τιμὴν πρὸς τὸν διδάσκαλον δουκᾶτα εἰς τὰς χεῖρας: 
τότε νὰ μάθει ὁ μαθητὴς καὶ τέλειος νὰ γένει. 


Moreover, this didactic song reflects the pedagogy of assimilating 
gradually the basic theseis of the sticheraric melos, and the steps the 
apprentice has to undertake in order to complete its knowledge in one of 
the Byzantine musical art idioms.” 

To our knowledge, the Nouthesia pros tous mathitas by Chrysaphes 
the Younger has not acquired the New Semiography either through the 
Greek tradition,’ or through the Slavonic one. The document which, we 


* Originally presented at the 10th international conference on Byzantine chant, 
held at Iasi— Romania from12th — 15th May 2003, and published in Acta Musica 
Byzantinae no VII, May 2004, pp. 47-59. Republished in THEORY AND 
PRAXIS OF THE PSALTIC ART. THE GENERA AND CATEGORIES 
OF THE BYZANTINE MELOPOEIA, Acta of the Second International 
Congress of Byzantine Musicology and Psaltic Art, Athens, 15-19 October 2003, 
Holy Synod of the Church of Greece, Institute of Byzantine Musicology, pp. 271 
— 289. Republished courtesy of C.S.B.I. (Centrul de Studii Bizantine Iasi). 

1. Gr. ms. no. 128, f. 6r, autograph manuscript by Chrysaphes the Younger, 
Athos — Xenophontos, in: Gregorios Th. STATHES, Ta Χειρόγραφα Βυζαντινῆς 
Μουσικῆς -- Ἅγιον Ὄρος. Κατάλογος περιγραφικός τῶν χειρογράφων κωδίκων 
βυζαντινῆς μουσικῆς τῶν ἀποκειμένων ἐν ταῖς βιβλιοθήκαις τῶν Ἱερῶν Μονῶν 
καί Σκητῶν τοῦ Ἁγίου Ὄρους, vol. I, Athens (1975), p. 57. 

2. STATHES, "Παναγιώτης Χρυσάφης ὁ νέος καὶ Πρωτοψάλτης", in: Méyapo 
Μουσικῆς Ἀθηνῶν (1995 -- 1996). Μελουργοί tov IZ’ αἰώνα, Athens (1995), pp. 7-- 16. 
3. Here by «Greek tradition» the important exegetic work is meant, done by 
music professionals at the beginning of the 19th century. Nevertheless there are 
two musicologists who propose versions of the New Semiography: Professor 
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think, conserves this method most closely to the New Notation is the Gr. 
ms. no. 840 in the Romanian Academy Library in Bucharest (BARB).* 
Theophilos Hieromonachos Zagavias had copied the codex on 3rd 
February 1821.° This manuscript, which belonged to the Chant School in 
Moldavia’s capital, Iasi, is of special interest, as it contains in Romanian, 
in parallel transcription, the Nouthesia pros tous mathitas by Chrysaphes 
the Younger, and other four troparia for the mathitas® (tropare catre ucenici), 
both in the stenographic semiography at the end of the 17th century, 


Ἐτπ:-- τ Ὁ 
law SSRN τοις. 
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oie Bee ὁ 5 5 Pe aA Library of Romanian Academy, 
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Gregorios Th. STATHES from the University of Athens (,, Tavayiotns Χρυσάφης 
ὁ véoc...”, pp. 8-9) and Ioannes ARVANITIS (ὀκτάηχη σὲ σύντομο καὶ σὲ ἀργὸ 
μέλος). 

4. I thank very much once again Dr. Georgios KONSTANTINOU, professor with the 
Music Conservatory of Athens, who made me aware of the existence of this manuscript. 
5. «Acest Anastasimatar este (...) al mieu cel iscdlit si este scris de singurd (...) 
mind a me Teofil ieromonah, Socola 1821 februarie 3» (This Anastasimatarion is ... 
mine, signed by me, and written by my own hand, Teofil Hieromonk, in Socola, on 
3rd February 1821). On page 1r we read: «καὶ τόδε πρὸς τοῖς ἄλλοις Θεοφίλου 
ἱερομονάχου Ζαγαβίας»". See also Sebastian BARBU-BUCUR, “Manuscrise 
psaltice romanesti si bilingve in notatie cucuzeliana” in Studii de Muzicologie 12, 
Bucharest (1976), p. 174. 

6. In the Romanian language the nouthesia... by Chrysaphes the Younger and 
the four troparia are translated for the first time by Filothei sin Agai Jipei 
(see Rom. ms. no. 61, f. 70r-v and f. 258v, year 1713, BARB), psaltis with the 
Wallachia Metropoly. It is remarkable that these four troparia for the mathitas 
appear in ms. 61 (f. 258v) in fourth plagal mode, and seem to belong to a later 
tradition. See BARBU-BUCUR, “Monumente muzicale. Filothei sin Agai Jipei — 
prima Psaltichie romaneasca cunoscuta pana acum”, in Studii de Muzicologie 6, 
Bucharest (1970), pp. 114 and 128-130. 
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and in the exegesis variant of 1821’ by “kyr Ionita Prale, while being 
didaskalos in Socola”® (Ex. 1). 

Our research of this methodos reveals the following premises, 
which will be further detailed in this paper: 

I. The Nouthesia pros tous mathitas by Chrysaphes the Younger 
represents the coronation of a musical tradition, in current use by the 
Byzantines in 1671; 

II. The exegesis variant of the five troparia by Ionita Prale could 
be regarded as a real manual, which tries to recuperate some of the 
theseis and the real melody behind the stenographic semiography from 
the second half of the 17th century. 


I. After investigating eighty two Greek and Romanian 
manuscripts,’ it became evident that, together with the well-known 
nouthesia... by Chrysaphes the Younger, written in the first mode, 
another nouthesia... circulated at the same time, considerably changed 


7. Gr. ms. no. 840, ff. 181v-187v, dated 1821, BARB. 

8. «Si aceste ce sd vad pul[nel]le de zicé inainte spre usurinta ucenicilor, sunt a dumisale 
fiind dascal in Socola, in moarte» (And these that can be seen, to ease the mathitas’ 
work, belong to kir Ionita Prale, while being a didaskalos in Socola), (Gr. ms. no. 840, 
f. 1811). 

9. Xeropotamou 265, f. 7v; 307, f. 12v; 313, f. 11; 329, f. 5v; 333, f. 5v; 380, f. Ir. 
Docheiariou 314, f. 3v; 315, f. 8r; 324, f. 8r; 338, f. 3r; 357, f. ὅτ; 363, f. 1τ; 368, f. 
7r; 376, f. 1r; 377, f. 7v; 380, f. 1r; 386, f. 10r; 399, f. 15v. Konstamonitou 95, f. 
6v. Xenophontos 114, f. 3r; 123, f. 7r; 127, f. 2r; 128, f. 6r; 144, f. ὃν; 154, f. Ir. 
Panteleimonos 927, f. 4r; 958, f. 660v; 959, f. 1r; 969, f. 7r; 974, f. 1r; 982, f. 1r; 983, 
f. 5r (text); 994, f. 7v; 1002, f. ὅτ; 1007, f. 8v; 1009, f. 1r; 1010, f. ὅτ; 1011, f. ἀν; 1012, 
f. 5r; 1019, f. 13r. Gregoriou 14, f. 5r; 20, f. 1r; 22, f. 3r; 24, f. 4r; 25, f. 12r; 30, f. 
1r. Ag. Pavlos 27, f. 13r; 30, f. 11; 35, f. 1r; 98, f. 171; 132, f. 21r. Koutloumousiou 
397, f. 9r; 414, f. 2r; 417, f. 8v; 437, f. 5v; 449, f. 6r. Karakallou 231, f. 1r; 234, 
f. 7v. Stavroniketa 164, f. ὃν. Iviron 961, f. 3v; 987, f. ἄν (see STATHES, Ta 
Xeipoypada..., Athens, vol. I [1975], vol. II [1976], vol. III [1993]). Lesbos Island, 
Leimonos 253, f. 7v-8r. Athens, fund Octave et Melpo Merlier 1, f. 235v - 236r 
(see Manolés CHATZEGIAKOUMES, Μουσικά χειρόγραφα Τουρκοκρατίας 
[1453 -- 1832], vol. I, Athens [1975]). In the libraries in Romania this method is 
encountered in 18 manuscripts. In Romanian language: BARB: Rom. ms. no. 
61, f. 7Or-v and f. 258v; Rom. ms. no. 4305, f. 71 and f. 339r-v; Rom. ms. no. 3210, 
f. ὃν; Gr. ms. no. 840, f. 181v-187v. B.C.U. CLUJ: Rom. ms. no. 1106, f. 5r. In 
Greek language: BARB: Gr. ms. no. 830, f. 8v; Gr. ms. no. 840, f. 8r-v; Gr. ms. no. 
1506, f. 8v-9r; Gr. ms. no. 1507, f. 7v; Gr. ms. no. 1519, f. 5v- 6r; Gr. ms. no. 1525, 
f. 5v- ὅτ; Rom. ms. no. 4233, f. 12r-v; Gr. ms. no. 867, f. 10v-11r; Gr. ms. no. 873, f. 
8r-v; Gr. ms. no. 760, f. 12r; Gr. ms. no. 640, f. ὃν; Gr. ms. no. 119, f. ὃν. National 
Library in Bucharest: ms. 27820, f. 5r; ms. 17475, f. 8v. 


173 


Nicolae GHEORGHITA 


in comparison with Chrysaphes’ variant. The change affects both the 
mode and the text. 

Of course, the most intensely copied was the method of 
Chrysaphes the Younger,’’ covering the period from 1671 (Gr. ms. no. 
128, Athos — Xenophontos) — to 1821 (Gr. ms. no. 840, BARB). In most 
cases, this nouthesia... appears in the beginning of the most important 
manuscripts of the time (anthologies, anastasimataria, sticheraria etc.), 
together with other methods, as a very well defined moment in the 
pedagogical approach to teaching the basic theseis of the sticheraric 
melos. The few notes, usually encountered in the manuscript tradition, 
give both a glimpse of the aesthetic dimension of this work («Ἕτερη 
μέθοδος ὡραιοτάτη καὶ χρισἠμοτάτη εἰς TA δῶρα», Gregoriou 25, 
f. 12v), and also show the spiritual atmosphere in which the relation 
between the master and the apprentice reaches its completion, gaining 
an essential value («Νουθεσία πατρικὴ καὶ δι[δα]σκαλικὴ πρὸς τοὺς 
μέλλοντας μαθεῖν τὴν μουσικὴν τέχνην», Panteleimonos 1007, f. 8v). 


As mentioned above, together with the method of Chrysaphes the 
Younger, another nouthesia... also appears in the Byzantine musical codices, 
in which the parameters of text and mode are substantially modified. 


At the text level, the change mostly concerned the object of 
learning. Thus instead of Ὁ θέλων μουσικὴν μαθεῖν there appears 
Ὁ θέλων γράμματα (Docheiariou 357, f. ὃν) or ψαλτικὰ μαθεῖν 
(Docheiariou 314, f. 3v). Nevertheless sometimes the apprentice object 
is ἃ much more pragmatic one. Ὁ θέλων μουσικὴν μαθεῖν καὶ θέλων 
ἐπαινεῖσθαι becomes Ὁ θέλων ψαλτικὰ μαθεῖν καὶ θέλων νὰ προκόψη 
(Docheiariou 314, f. 3v) or θέλων ἐπιστίμην (Panteleimonos 983, f. 51). 
Eventually, the teacher deserves not only the scholar’s respect but also 
his χαρίσματα μεγάλα (Xeromotamou 265, f. 7v). 


From the modal point of view, the musical manuscript tradition 
conserves this type of nouthesia... in second mode, second plagal mode (β' 
and πλ. B°), first plagal mode and ὀκτάηχον, and as possible authors for 
the second plagal mode, are mentioned Ioannes Goudelis (Docheiariou 
315, f. 8r) and Gregorios Alyates (Docheiariou 324, f. 8r). 

Diachronically, this method goes down to the 16th century 


10. The physical study of the manuscripts was restricted only to the codices 
existent in Romania. The others have been cited from the catalogues mentioned 
at footnote 9. 
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(Docheiariou 314, f. 3v)." This fact is not only reflected in a certain 
longevity of the Byzantine musical pedagogy even after 1453, but also 
reveals the common mental frame, in which all these great musicians 
of Eastern Christianity have activated. Probably, the most convincing 
argument for the parallel existence of both an older tradition and a 
new one is the note in Ms. no. 998, f. 5v from Iviron, where there is a 
clear chronological distinction between the method in the first mode of 
Chrysaphes the Younger and that in the second plagal mode, where the 
indication τὸ παλαιὸν appears. 


II. In our analysis we preferred not to deal with the nouthesia... 
separately but together with the other four troparia for the mathitas, due 
to the common educational, mental, and especially the musical idiom. 

1. First, I divided each troparion in significant segments where 
the organization demarcation elements are the martyria. In this first 
chapter I tried to observe how the train of thought and the syntax set the 
musical text.’ 

2. The second chapter concentrates upon emphasizing the most 
important theseis and their exegesis by Ionita Prale. 


1. In the autograph manuscript 128 from Xenophontos in 1671, 
Chrysaphes the Younger notes this nouthesia... in the usual scale of the 
first authentic mode with the final on Ke (Ex. 2). 

The subsequent variants have the same first mode, but part of 
the cadences are no longer on Ke, but on Pa, including the final cadence. 
I could not specify when exactly this movement has been done. But it is 
certain that the manuscripts in Romania, which conserve this nouthesia... 
in Greek,” are not older than the year 1688 (Gr. ms. no. 867, BARB) 
and do not reproduce the original variant with the final on Ke. Even 
the exegesis achieved by Professor Gregorios Stathes in , lavaywotn¢ 


11. Nevertheless, it seems that this method’s tradition is encountered even in 
the Papadike of the 14th-15th centuries. See STATHES, “Ἢ παλαιὰ βυζαντινὴ 
σημειογραφία καὶ TO πρόβλημα μεταγραφῆς της εἰς TO πεντάγραμμον΄ή, in 
Βυζαντινά 7, Thessaloniki (1975), p. 209, footnote 53. 

12. Jorgen RAASTED, “Some Observations on the Structure of the Stichera 
in Byzantine Rite”, in Byzantion 28 (1958), p. 530. See also Clara ADSUARA, 
“Asmatic, Psaltic and «Kalophonic» Fragments in Palaeobyzantine Notation”, 
in Palaeobyzantine Notation II, Acta of the Congress Held at Hernen Castle (The 
Netherlands) in October 1996. Edited by Christian TROELSGARD in collaboration 
with Gerda WOLFRAM, A. A. Brediusstichting Hernen (1999), pp. 48-49. 

13. See footnote 9. 
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Χρυσάφης ὁ νέος..." took into account the troparion with the modified 
scale and with the final cadence on Pa (see Ex. 2). 


Example 2 Ἡ "νουθεσία πρὸς μαθητάς" τοῦ Χρυσάφη tod νέου 
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In Romanian church music, nouthesia... by Chrysaphes the 
Younger appears noted for the first time in 1713, in Psaltichie rumaneasca 
(Romanian Psaltike) by Filothei sin Agai Jipei.'* The later Romanian 
manuscript tradition reproduces the autograph variant of this method, 
with the final on Ke (Ex. 3). 


Example 3 Ἡ "νουθεσία πρὸς μαθητὰς" τοῦ Χρυσάφη τοῦ νέου 


Rom. ms. no. 61 
ἔτος 1713, 
B.AR. Bucharest, f. 7013 


Rom. ms, no. 1106 
TH’ αἰῶνος (περὶτὸ!] 745) 
B.C.U. CLUJ, f. 51] 


Rom. ms. no. 4305 
ἔτος 1751 
B.A.R. Bucharest, f. 71 


Rom. ms. no. 3210 
ἔτος 1788 
B.A.R. Bucharest, f. 8.3 


α. Gr, ms. no, 840 
ἔτος 1821 
B.A.R. Bucharest, f. 1811} 


B. Gr. ms. no. 840 
ἔτος 1821 
B.A.R. Bucharest, Γ 181] 





14. See footnote 6. 
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The same structure is kept in the Romanian codices where this 
method is copied, as well as in the exegesis variant of Ionita Prale in 
1821. This indicates not necessarily a lack of knowledge of the late Greek 
tradition, but rather a more powerful and unconditioned respect and 
attachment to the “suggestions” made by the great musical personalities 
at the time, in our case Filothei Jipei and his Psaltike...'° It is also possible 
that shifting the weight from Ke to Pa, and, implicitly, the change of scale 
were an intent to establish in writing an oral tradition which had been 
imposed by the very practice of the time. This tradition must have had 
affected much more the Greek variant, and less the Romanian one. At 
least this is what the Romanian manuscripts testify. 

In the Romanian translation, the verses of fifteen syllables 
become mere prose, which somehow makes more difficult the analysis. 
It is important that Filothei, in his translation, has managed to articulate 
the text on the melodic arches indicated by the precise geometry of the 
theseis and to respect as exactly as possible the original variant. 

Having divided the five troparia, there resulted forty-two 
structures (Ex. 4) and forty-two cadences. The most encountered are the 
finals (kyries telikes and enteleis) on Ke (29), followed by the ones on Pa 
(6), Ga (3) and ni’ (2),'° as cadence points within the mode “family”: first, 
first plagal, and third. To the above-mentioned cadences there appear 
the incomplete — suspended endings (ateleis) on Di (2). All these kind 
of cadences point out a variation at the mode level both through the 
balance between the first authentic mode and the first plagal mode, and 
through the mode travail, much more enlarged by the cadences on Di, as 
a second important step of the fourth plagal mode. 

Much more interesting, in the compositional mechanism of these 
five works, are the cadences on Ga and the phthora nana insertion. These 
elements point out not only to the modulation in the third mode, as 
mesos for the first mode and the first plagal mode, but also the transition 
to another gender, through the migration from diatonic to enharmonic 


15. See the edition of this monumental work by the musicologist BARBU- 
BUCUR, in: Idem, Filothei sin Agai Jipei, Psaltichie rumineasca, vol. I — Catavasier, 
Bucharest (1981); vol. II -- Anastasimatar, Bucharest (1984); vol. III -- Stihirariul, 
Bucharest (1986); vol. IV — Stihirar — Penticostar, Bucharest (1992). 

16. There is something to be added with regard to the cadence on ni’. The fact 
that it appears within the third mode, which is recently formed, and that this 
formula’s geometry, as well as its martyria, are specific to another mode, makes 
us think that, due to the principle of the pentachordal transposition (see, in 
continuation, the explanation at Type 4), we have not yet left the gender, and we 
are still inside it, on one of the important steps of this mode. 


177 


Nicolae GHEORGHITA 


(metatropia).” This phthora appears eight times, being noted either in 
both stenographies, or just in one of them.’® It is interesting that it is 
written only on ni’ and cadenced only on Ke. In the end, this phthora 
seems to point out and even emphasize, more than a modulation in 
the third authentic mode, the fact that the melos will develop only in 
the pentachord Ke-vu’ and within a very well-set segment which will 
always end in Ke.” 


Example 4: 


Cel ce va sa-nvete . | Pre kirigiu kiria il desteapta 
musikie . | si-l indeamnd sa mearga cale multa 
sicdtra tofisd fie laudat .a| nu sd infricosaza 

trebuiaste-i multa rabdare de primejdie 

trebuiaste-i multe zile . | cisd tot sileste 

cinste . | gimai mult incarcad 

catra dascalul . | decat poate duce. 

si daruri mari 

atunci va invaja 

si desadvarsit se va face. 


Asemenea 

face si dascalul δᾶ aiba plecare la dascalul sau 
silindu-se pre uce- . | lenea, somnul pardseasca 

nic sa-l invefe .a| dar sd rabde 


cu tot de-a dansul intru toate 

fi arata lui . | cu nevoin{a mare 
nu i sd urdste stiind . | casd procopseasca. 
caci plata $i mul{amita mare. 


Ziua, noaptea 

sd se roage lui Dumnezeu 

de ajuto- 

ori 

sd lumineze mintea 

sa-i delunge mahnirea 

si uitarea 

sd deprinza bine 

si sd aibd intru mintea sa 
acele ce au luat. 





17. STATHES, ,,An Analysis of the Sticheron Tov ἥλιον κρύψαντα by Germanos 
bishop of New Patras [The Old “Synoptic” and the New “Analytical” Method of 
Byzantine Notation]”, in: Studies in Eastern Chant 4 (1979), p. 193. 

18. Five times in the New and Old Semiography: Troparion 2 (f. 1831/1, f. 
183v/4), Troparion 3 (f. 184v/6-7), Troparion 5 (f. 186r/10, f. 187r/9); twice in the 
New Semiography: Troparion 1 (f. 182v/1), Troparion 5 (f. 186v/2), and once in 
the Old Semiography: Troparion 3 (f. 184v/10). 

19. Except the Troparion 5 on the word ,,ajutori” (f. 186r/10), when, after an 
interrupted cadence on ni’, thematismos eso takes over and ends on Ke. 
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From the melodic point of view, the construction element of these 
five works is the thesis and the chain of theseis. Their analysis through 
the prism of the two semiographies reveals that most of the times these 
phrases start isosyllabically, and sometimes, with a difference in height, 
but nor more than a second (f. 181v/1, 183v/9 etc.), at most one third (f. 
184v/4). The melismatic developments themselves appear on the words 
with an enhanced pedagogical role (cinste catra dascdlul, ajutori de la 
Dumnezeu etc.), through the insertion of a megala semadia as ouranisma, 
thematismos eso etc. 

If we follow example no. 5, which presents the key points of the 
melodic route for troparion no. 1 — with the incipit, ascensio, descensio, 
minima and maxima -- , we can notice that the melodic development 
in the New Semiography, in comparison with the Old Notation, are 
mostly in the high register and less in the grave one. This is valid for 


Example 5 

Troparion | 

Sections: 
++ 


YY ΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞΞ 3 ἘΕΕΕΕΕΕΕΕΕΕΕΕΕΕ 






























































































































S=SSS=SrS== 









































other four troparia also. Basically the exegesis variant, ,,dresses” up the 
skeleton of the Old Semiography and enlarges the neumatic geometry, 
either through “filling up” the fifth and octave intervals, or through the 
presence of the cheironomic signs. 


2. It is well known, there does not exist yet a generally valid method in 


the monody analysis. In our approach to deciphering the typology and 
articulation mechanism of the theseis in these five works, we have been 


179 


Nicolae GHEORGHITA 


guided mostly by the method presented by professor Gregorios Stathes 
in his excellent paper in Studies in Eastern Chant.” 


I will only present 9 types of formulas, in the following 
systematization:! 

Type 1 (Ex. 6) refers to one of the most usual theseis of the Old 
Sticherarion. It appears six times in the five troparia and offers two forms 
of exegesis. The first one is based on the sound on which the thesis is 
built up, and the other, the most important one, on the ending sound: 

a) if it starts in pa’ and ends in zo’, we obtain the formula in ΑἹ, 
2, 3,4 and 5; 

b) if it starts lower with a second, from ni’, and ends in Ke, 
we obtain another formula (see A’1). This example proves that, in the 
exegesis process, not only the identity in metrophony and semiography 
is important, but also the ending sound of a thesis. 











-.--- - ne OS 
—_ 


ul 


\ Ne 
ee a 
in εἰ 
5.6) 4 (G) Ζ' Se SS \ — = 

! 

ANI@As Sw [ὦ ὦΣ 
ea | 
in — = 


Type 2 (Ex. 7) appears six times, and, the same as type 1 has two 
variants of exegesis, depending on the sound it cadences: 

a) if it cadences on Ke, we have the formula in Al, 2, 3 and 
partially A’ 1 and 2; 

b) if it cadences on Ga, as final of the third median mode, we 














20. STATHES, op. cit., pp. 177-227. 
21. This paper is a first step in the elaboration of a more ample study on the first 
mode in the Old Sticherarion. 
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have the formula in B1. This case shows that the identity at the level of 
metrophony and of the formula does not necessarily involve the identity 
at the level of the melos, feature which is emphasized both by Gabriel 
the Hieromonk and by Chrysanthos in his Mega Theoretikon.” 
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Type 3 (Ex. 8) appears twice and basically is one of the second 
segments of Type 1. It has one formula of exegesis and invariably 
cadences on Ke. With regard to the possible combinations (concerning 
this troparia) of the three types above described, the only variants are 
those identified by Type 1 and 2 or Type 1 and 3 (Ex. 9). 

Type 4 (Ex. 10) is a rather more complex formula. Its melos 
is identical, irrespective of whether it cadences on Ke or on Pa. Also, 
beyond the little variation in the Old Notation produced by the jump 
from the second to the fourth (A’ 1, 2), the exegesis is the same in all 
nine cases. It is important to add that, when the cadence is on Pa (A7), 
this thing is possible due to the construction of the formula based on 
the principle of the pentachord transposition or of the trochos and the 
theoretical principle according to which ,,in the authentic modes there are 
their plagals and in the plagals their authentics” .* 


22. Chr. of MADYTOS, Θεωρητικὸν Μέγα τῆς Μουσικῆς, Triest (1832), 8408. 
23. STATHES, op. cit., p. 196. RAASTED, Intonation Formulas and Modal Signatures 
in Byzantine Musical Manuscripts (M.M.B., Subsidia, VII, Copenhagen, 1966), pp. 
7-9. 
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Ie aS => 


WSS Ss τ 





Type 5 (Ex. 11) presents four exposures, three of them cadenced 
on Pa and one on Ke. The exegesis of this formula is very much the same, 
except A3, which has a shorter translation. 

Type 6 (Ex. 12) shows that the empty descendent intervals of fifth 
and eight in the stenographic semiography are always “filled up” in the 
New Notation through a gradual approach.™ Nevertheless, this technique 
is not applied to the ascendant octave, which, in exegesis, is kept. 


24. See also the example in Germanos Neon Patron, in: STATHES, op. cit., p. 212, 
line 14. 
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Example 11 


ἂν» ἢ 
Ἷ a 
SE 
” oa 
yo) ghee Ss πρ- Ὁ 
is NS ip. ee a σὰ So 
——————$———________ pne- ὦ - pre mne gee 





Example 12 
Type 6 


; ; 
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Type 7 (Ex. 13) is a well-known thesis of the Old Sticherarion, 
which appears in the stenographic notation only inside the pentachord 
Pa-Ke. Although it invariably ends on Ke, in exegesis, its melos extends 
on pa’ acute. 


Example 13 


--ς -- 
“πο .-πΞ -Ξ ee 


| Ws 


sre- IS — ia 


ἐν ᾿Ξ 
Gr — SS ee --- 
wel %-— τὸ - dea —— 








Type 8 (Ex. 14) is usually formed of three units: a, β and y. The 
five troparia present this formula four times with the cadence on Di and 
once with the cadence on Ke. In the complete variant (Α1 and A2) there 
can be observed that the almost syllabic incipit (a) and the cadence (y) 
are detachable units. It is remarkable that the y unit, regardless of the 
neumatic differences, has the same metrophony, and, especially, the 
same melos. 


Example 14 


Type 8 
x +4 τ - 
1r I Ne 1 6 
ah ἀρθὴς ee ολλρηΣ (G) _— 
«ὦ ἰυ- mi -ne- δᾶ mina —— 
« τό RES = 
Γ ἐπι Πν .- τ ὃ 1 2s — 3 
FES Pee S23] @O|@ =e = ς Ἂ 
3 de —lun-ge mah- ni- rea, Aw ee : 
fo = μ ~ AQ ay SO 
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Last but not least, Type 9 (Ex. 15) is the well known and the much 
discussed thematismos eso. The four examples in the troparia for the mathitas 
(tropare catre ucenici) confirm once more the well-known opinions of Prof. 
Stathes regarding this megalo semadio. We will only point out that among 
the four apparitions only one is preceded by ouranisma (1) and two are 
built at the end of Type 6. 


Example 15 


Jae RS HeS 
ae Se τ 


- Ss 
—> 


΄ Ss » 


-Ξ, τος Ξ. NV ἘΞ δον το πὰ 
7 x | i KK XK Kc KK ος 
@)= FSG |p mets eS BST (9) 
»Ξς ὃς x lee «ως. ce τὸ xe \x « x x“ 


tH ν a 
Sis SS Sy Καὶ 


=e SS τ 
owe ¢ 
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CONCLUSIONS 


1. These five troparia are a real “manual” and one of the rare examples 
of the Byzantine musical literature to point out in detail the exegesis 
technique of some of the Old Sticherarion theseis, and the mechanism of 
their linking. 

2. The way of each thesis is set into page reflects not only a mature 
pedagogical attitude of the teacher Ionita Prale, in preparing the scholars, 
but also a powerful didactic tradition of the Iasi School of Ecclesiastical 
Chant at the beginning of the 19th century.” 

3. All theseis are sticheraric. 

4. In most cases the sounds that bear the syllable are encountered in the 
exegesis variant at the same height. Basically, we are dealing with “a 
theme with strict variations” where the thesis skeleton has the role of a 
polarizing structure, which is animated and augmented by the insertion 
of the specific cheironomic sign. 

5. The interpolated letters Ἅ, appear within the nine types only in the 
cadence formulas, dynamizing the precedent syllable vowel. 

6. The repetition on one cadence of one full word before its exhaustion, 
as well as the insertion of interpolated letters, are features regarded as 
rules of the exegesis technique, and they are not explicitly encountered 
in the synoptic semiography of the second half of the 17th century. 

7. The fact that, in the year when Chrysanthos of Madytos was printing 
his work which was going to introduce the New School (Eisagoghe..., 
1821), and seven years after the Patriarchy of Constantinople had 
accredited the Reform of the New Notation, Ionita Prale completes the 
exegesis of these troparia -- as he himself testifies — in order to ease the 
mathitas’ work (pentru usurinta ucenicilor, f. 181v), proves how important 
must have been to musicians of Eastern Christianity the assimilation and 
continuation of the old Byzantine tradition and its musical practice even 
after the Reform ended in 1814. 


25. Along the lines of the same tradition, a scholar of Petros Byzantios was noting 
in 1805, in a school manuscript (Gr. ms. no. 766, BARB), in the Moldavia’s capital, 
too, the following: «Ἀρχὴ σὺν Θεῷ ἁγίῷ τῆς ἐξηγήσεως TOV μαθημάτων 
ὅπου μέλω νὰ μάθω ἀπὸ τὴν σήμερον ἀπὸ τὸν κὺρ Πέτρου Πρωτοψάλτου 
τῆς Μεγάλης Ἐκκλησίας τοῦ Βυζαντίου, 1805, 24 νοεμβρίου» (f. 651). At f. 86 ν, 
the scholar continues: «Ἐξήγησης δινῶν θέσεων τῆς παπαδικῆς κατὰ τὴν 
παράδοσιν τοῦ διδασκάλου κὺρ Γιακουμάκη πρωτοψάλτου τῆς Μεγάλης 
Ἐκκλησίας». 
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APPENDIX I 


1. Type 1: Al -- Εἰ 181v/3; A2 -- f. 181v/9; A3 -- f. 183v/2; A4 -- f. 182r/1; A5 
— f. 186v/10; A’1 — f. 185v/10; 
2. Type 2: Al - f. 181v/4; A2 -- f. 181v/10; A3— f. 183v/2-3; ΑἽ -- f. 184v/9; 
A’2 — f. 183r/3-4; B1 — f. 185v/7-8; 
3. Type 3: 1 -- f. 182r/2-3; 2 -- f. 1871/1-2; 
4. Type 4: Al —f. 182v/3-5; A2 -- f. 183v/5-7; A3 -- f. 1851/1-3; A4 — f. 185r/8- 
9; ΑΒ — f. 186r/2-4; Α6 — f. 187v/1-2; A7 — f. 185v/2-5; A’1 — f. 184r/1-3; A’2 
— f. 187r/6-8; 
5. Type 5: Al -- f. 181v/6-7; A2 -- f. 182v/10 -- f. 1831/1; A3 -- f. 1821/7; A’1 
— f. 186r/7-9; 
6. Type 6: 1 -- f. 181v/5-6; 2 -- f. 182r/3-4; 3 -- f. 183v/8; 4 -- f. 1851/4; 
7. Type 7: 1 -- f. 181v/7-8; 2 -- f. 182v/8-9; 3 -- f. 1871/4-5; 4 -- f. 181v/10 - f. 
1821/1; 
8. Type 8: Al - f. 186v/5-7; A2 — f. 186v/7-9; A3 -- f. 1871/6; A4 -- f. 183v/10 
— f. 184r/1; B1 -- f. 181v/1-3; 
9. Type 9: 

a. Gr. ms. no. 840, dated 1821, BAR Bucharest, f. 182r|5, 183r18, 
185r15, 186v 14, a, B, y, ὃ. 

b. Gr. ms. no. 389, dated 1807, Docheiariou, f. 44v, autograph 
Apostolos Konstas Chios 

c. Chr. of Madytos, Qewpntixov Μέγα τῆς Μουσικῆς, Trieste 
(1832), pp. XLVI and XLVI 

d. Panteleimonos 1018, 19th c. (first half), autograph Nicholaos 
Dochiarites, f. 121r. 

e. Xeropotamou 357, c. 1820, f. 64v. 
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APPENDIX 2 
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THE KALOPHONIC IDIOM 
IN THE SECOND HALF OF THE 18TH CENTURY 
THE KOINONIKA Αἰνεῖτε tov Κύριον 
IN THE FIRST AUTHENTIC MODE* 


I. INTRODUCTION 


At the beginning of the 14th century,’ as the union was taking place 
of the two major rituals, that of the cathedral (or of the polis) and that 
of the monastic tradition, a transformation occurred which was to 
affect profoundly the written musical tradition. This new liturgical 
context caused the two codices — the Asmatikon and the Psaltikon* — to 
be incorporated into a new class of manuscripts known by the name 
of Akolouthiai-Papadike, or what would later become to be known as the 
Anthologion. This new collection contained a melismatic repertoire of 
which the predominant characteristic was the kalophonia. This style was 
the result of certain developments in the liturgical service which had 
been previously unknown in both the Byzantine world and the world in 
which the musician — whether composer and/or performer — displayed 
his musical mastery. 

From the stylistic point of view, the techniques of embellishment 
and ornamentation within the Byzantine melos constituted essential 
elements in the Eastern Christian musical art, an art which shaped and 
defined, along with the other τέχνες, the period known as the Paleologic 
Renaissance. From codex to codex, from manuscript to manuscript, this 
practice affected all the parameters of this music, and has extended 
its influence up to the present time, passing on to us from the great 
Byzantine maistores a major heritage of composition and performance 
techniques. 


* ACTA MUSICAE BYZANTINAE 5 (May 2003), The Iasi Centre for 
Byzantine Studies, pp. 45 -- 50. 

1. CONOMOS, D., The Late Byzantine and Slavonic Communion Cycle: Liturgy 
and Music, Dumbarton Oaks Research Library and Collection, Washington, D.C. 
(1985), p. 69. 

2. Both the Asmatikon (the choirbook) and the Psaltikon (the soloistbook) are 
products of the ritual of the cathedral. See, K. LEVY, The “Byzantine Communion 
Cycle and its Slavic Counterpart”, in Actes du XII congrés international des études 
byzantines, Ochride (1961), II, Belgrade (1964), p. 537. 
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Our research has addressed the kalophonic repertoire, from 
which we have chosen the Sunday koinonika Αἰνεῖτε tov Κύριον ἐκ 
τῶν οὐρανῶν (Praise the Lord from the heavens, Psalm 148.1) by Daniel 
Protopsaltes, Petros Lampadarios Peloponnesios and Petros Byzantios, 
in the first authentic mode, and the translation (exégésis technique or 
interpretation) of these works into the New Method of analytical music 
notation developed by the Three Teachers from the beginning of the 
19th century (Gregorios Protopsaltes, Chourmouzios Chartophylax and 
Chrysanthos from Madytos), according to the Gr. MS 955 in the Library 
of the Romanian Academy in Bucharest. 


II. THE GR. MS 955. GENERAL INFORMATION 


The Gr. MS 955 from the Romanian Academy Library in Bucharest, 
through its content and form, is a part of the class of works known as 
the codex Anthologion. Right from the start, its contents show a strong 
connection to the codex: Παπαδική νέα περιέχουσα άπαντα TA των νέων 
ποιητών διδασκάλων μαθήματα, tov te κυρ Δανιήλ και κυρ Πέτρου 
συν τούτοις και ἔτερων πολών. Εἰς τόμους δύο διειρημένη, τόμος Β-ος ἢ 
Θεία λειτουργία, τύπικα. 

The information in this manuscript, even if corroborated with 
the data from Nestor Camariano’s catalogue from the 18th century,’ 
is imprecise. The appearance in the codex of a few ancient composers, 
namely Xenos Korones (second half of the 14th century) or Germanos 
Neon Patron (second half of the 17th century), for example, cannot 
help to clarify this problem. In order to obtain a deeper understanding 
of this manuscript we had to rely to a large extent on those elements 
which have come to us partly from semeiography and partly from the 
appearance inside the codex of certain works of a relatively unknown 
author from outside Wallachia: Dionysios Photeinos (Διονύσιος 
Φωτεινός: 1777-1821) from Achaia, Palaia Patra — Peloponnesos.* His 


3. CAMARIANO, N., Catalogul manuscriptelor grecesti, vol II, Bucharest, 1940, p. 
49. See, also, CIOBANU, G., “Teorie. Practica. Traditie: Factori complementari 
necesari descifrarii vechii muzici bizantine’, in Studii de Etnomuzicologie si 
Bizantinologie, vol. II, Music Publishing House, Bucharest (1992), pp. 130 -- 135. 
4. Some of his works can be found in Iberon 981. See ΣΤΑΘΗΣ, Γρ., ©., Ta 
Χειρόγραφα Βυζαντινής Μουσικής — Aytov Opoc. Κατάλογος περιγραφικός 
των χειρογράφων κωδίκων βυζαντινής μουσικής των αποκειμένων εν 
ταίς βιβλιοθήκαις των ιερών μονών και σκητών του Αγίου Όρους, vol. IIL, 
Athens (1993), pp. 795-803. In this manuscript Photeinos has several works: 
Ανοιξαντάρια σύντομα in fourth plagal mode; Δούλοι, Κύριον — λέγετος, Οἱ ta 
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activities on Romanian Principalities began around the year 1797,° and 
the study of his works leads us to conclude that the Gr. MS 955 was 
probably written by Dionysios Photeinos of Palaia Patra around the turn 
of the 18th century. 

The novelty of this codex is the fact that a part of the repertoire 
that it contains (cherubica, koinonika etc.), by the composers Daniel 
Protopsaltes, Petros Lampadarios Peloponnesios, Petros Byzantios, 
Dionysios Photeinos etc., is totally translated into the New Method by an 
anonymous person, notated on the margins of the MS pages (Example 1). 









= he ἢ ah ἢ 
ENN cect wanes ὀδμλρόν, SFY 





ἅσον. a ,..-- 

δ. οὐδε δ. ὦ 0 oan be “ 

PREM ee OT. τς 
> pea 


τ οἵ 


Example 1: Gr MS 955 (ca 1800), f. 971, BARB 


χερουβίμ etc. Prof. Stathes surmises that this codex was written by Dionysios 
Photeinos between the end of the 18th century and the beginning of the 19th 
(Ibid., pp. 795, 803). 

5. The exact moment when Dionysios Photeinos left the Patriarchal School in 
Constantinople or Peloponnesus for Ouggro — Wallachia is unknown; however, 
the fact is certain that around 1797 he was in Bucharest, as he himself recalls in his 
MS: Εποιηθεί map εμού Διονυσίου tov εκ Παλαιών Πατρών tov Πελοποννησίου 
Αχαΐας ευρισκομένου ev Βουκουρεστίω 1797, Iovviov 15. Εἰς ἦχον λέγετος 
δηλαδί σεγκιάχ..., Δούλοι Κύριον (Gr. MS 778, Library of Romanian Academy, 
Bucharest). See my Phd (in progress) titled O Διονύσιος Φωτεινός (1777 — 1821) 
στην Ελληνική και Ρουμανική παράδοση της Βυζαντινής Μουσικής, University 
of Macedonia, Thessaloniki; idem, “The Anastasimatarion of Dionysios 
Photeinos”, ΑΜΒ 4 (2002), pp. 99 — 109; idem, “Dionysios Photeinos”, entry in 
The Canterbury Dictionary of Hymnology (forthcoming). 
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III. ANALYSIS 


From the liturgical point of view, the koinonikon Αἰνεῖτε tov Κύριον 
is a piece which is sung at the end of the Holy Liturgy, at the moment 
when the priest receives Communion and prepares the Chalice for the 
congregation to take Communion. The works which will be analyzed are 
by Daniel Protopsaltes, Petros Lampadarios Peloponnesios and Petros 
Byzantios, and our investigation will consider two aspects: 
A. The treatment of the text in the kalophonic chant in the 
koinonika Αἰνεῖτε tov Κύριον (Psalm 148.1), first mode. 
B. The technique of translation (exégésis or interpretation) of the 
cheironomic figures into the New Method in the kalophonic 
idiom. 


In addition to the Gr. MS 955 from the Library of Romanian 
Academy we have also used the following sources in our comparative 
research: MS 1289 (Ανθολογία, f. 311τ -- 351v, dated 1802, Monastery of 
Vatopedi— Mount of Athos, autograph Mathaios Ephesios Vatopedinos); 
MS735 (AvOoAoyia eEnynoewv, dated 1822, ff.87r—104v, EBE, autograph 
Gregorios Protopsaltes) and Ταμείον AvOoAoyiac (Constantinople, 
1854). 


A. The treatment of the text in the kalophonic chant in the 
koinonika Αἰνεῖτε τὸν Κύριον, (Psalm 148.1), first mode. 


Architecturally speaking, this work shows a strict tripartite structure. 
Three clearly defined sections are brought to light in its rigid 
construction: 

1. The text of the Psalm: Αἰνεῖτε tov Κύριον ἐκ τῶν οὐρανῶν 

2. The teretisma 

3. The refrain Alleluia. 


1. Looking at the treatment of the text we may conclude that the 
techniques utilized by Postbyzantine composers in the second half of 
the 18th century consisted in: 

a. Repetition of certain syllables or of certain words of the Psalm: 
AlL-VEl ... al-vel-te TOV Kv ... τον Kv-pl-ov εκ των OV ... EK των 
ου-ρα-νων; 

b. Insertion of non-alphabetic letters and extraneous syllables into 
the Psalm text: Al-vél... VEL... AI-VEL... NEL... TE TO... 0... OV Kv 
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ie Date XD «οὖ... TOV Κυριον ε ... χε ... εκ τῶν OV ... NOV ... εκ 
TWV OV... χου ... χου ... ρανων; 

c. Repetition or imitation, whether strict or free, after the model 
— sequence algorithm, at both the textual level and at that of 
melodic figures (Example 2): 








M. 
—_— =e 
aS Zz, ὡς δ." 
«> 
M. ς 
Γ ο -» Ξ 


d. Use of the five extraneous letters: x, ov, yy,|,“V which reflect 
both the melismatic singing tradition of the Asmatikon® (a 
type of manuscript meant for the chorus of Haghia Sophia in 
Constantinople) and the 14th century repertoire of Communion 
chant;’ 

6. The interpolation of these extraneous syllables and letters 
was done with some flexibility, and the fact that a majority of 
the textual treatments characteristic of the 14th century have 
successfully survived such a long period of time (having been 
transcribed into modern notation) indicates a stability in the 
transmission in the rules of the musical art, as well as a profound 
respect for the great tradition of Byzantine chant; 

f. Their insertion into liturgical texts did not, as one might believe, 
have the function of extending the original versions, but of 
solving esthetic problems (coloration of melismatic passages) 
and the dynamization of the sonoric discourse. The appearance 
of these extraneous letters in Byzantine chant was the result of 
the meeting of the Greek and Manicheist traditions in Syria. This 
phenomenon existed not only in Russian Paleo-Byzantine music,* 
but in Arabian, Persian, and Turkish music.’ Looking at their 
intonations, Carsten Hgeg affirmed that the non-alphabetical 


6. LEVY, K., ,The Byzantine Communion Cycle and its Slavic Counterpart”, 
in Actes du XII Congres international des études byzantines, Ochride, 1961, II 
(Belgrade, 1964), p. 537. 

7. CONOMOS, D., The Late Byzantine..., pp.82 — 146. 

8. VERDEIL, R. P., La Musique byzantine chez les bulgares et les russes (du [Xe au 
ΧΙ siécle), MMB III, Subsidia (Copenhagen 1953), p. 145. 

9. CONOMOS, D., Byzantine Trisaghia and Cheroubika of the Fourteenth and Fifteenth 
Centuries. A Study in Late Byzantine Liturgical Chant, Thessaloniki (1974), p. 262. 
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letter “VU a letter which also appears in some intonational formulae, 
must be read na, thus becoming a syllable. Hgeg concluded that, 
in fact, this letter “is a small detail which neither modifies nor 
does anything important ... an artificial invention born in the 
classes of chant”.'° 
2. The second structure, teretisma, is an extremely important component 
of the kalophonic idiom which, as the refrain Alleluia, plays a lesser role 
in the economy of the Sunday koinonika since the second half of the 
18th century. As in the similar structures of the late Byzantine period, 
teretisma in the second half of the 18th century was as yet less extended. 
Its secondary position was not to change; its range was restricted to a 
maximum of a tenth (ZO-pa’). It would begin at all times after a cadence 
on κὲ (la), always resolving on πα (Re), after a descending phrase. What 
is interesting is the fact that the tempo in which the secondary section 
unfolds is always heirmological; that is to say that it was sometimes 
notated and sometimes not. Yet never do the ancient codices put forth 
the problem of tempo. It is known from the start that this is tied to the old 
traditions and to the primary cheironomic symbols. Gabriel Hieromonachos, 
one of the great Byzantine theoreticians of the 16th century, stated that, 
“,... the primary symbols indicate... the length and shortness (variations 
in tempo n.n.), as well as other melodic concepts.” 


3. The refrain Alleluia plays the role of the conclusion; it always brings us 
back to the beginning and has its cadence on πα. Despite its length and 
importance during the late Byzantine period, this coda became extremely 
short in the second half of the 18th century, and the interpolated syllables 
were no longer to be found. 

It is interesting to notice that the two ,,guiding” elements - λέγε 
si πάλιν disappear completely from the architectural landscape of the 
Sunday koinonika, a fact which may indicate either the lessening of the 
role of the soloist or, perhaps, the fact that it was no longer necessary 
to notate a tradition which had functioned for hundreds of years; a 
normality difficult to assimilate mentally today. 


10. H@EG, Carsten, Contacarium Ashburnhamense, MMB IV, Main Series, 
(Copenhagen 1956), f. 27 

11.%...tac δὲ ἀργίας καὶ ovvtopiac Kai τὰς ἄλλας ἰδέας τῶν μελῶν ταῦτα τὰ 
μεγάλα σημάδια", in Gabriel Hieromonachos. Abhandlung tiber den Kirchengesang, 
Eds. Christian Hannick & Gerda Wolfram, CSRM 1, Vienna (1985), p. 60, r. 249 
— 250. 
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In the musical versions of the Sunday koinonika propounded 
by the three composers of the latter half of the 18th Century (Daniel 
Protopsaltes, Petros Peloponnesios and Petros Byzantios), the melodic 
augmentations are produced around these three basic words: Αἰνεῖτε, 
Κύριον and οὐρανῶν, of which the first two are used the most. The melodic 
contours which define this modal category are extremely developed, 
with Baroque features. But, along with the insertion of non-alphabetic 
letters, they tend toward a melodic supremacy in which the text becomes 
a pretence, creating a predisposition for ample melismatic development 
in which the parts invariably gravitate toward the powerful center of the 
modal hierarchy in the first authentic mode (ΠΑ, KE, ΓΑ, ΔΙ etc.). At the 
level of individual intentions, this indicated a certain freedom (i.e. the 
koinonikon of Petros Byzantios), yet at the mental level, it constitutes 
a communal compositional impulse in which the unifying role of the 
centonization is dominant. The universal applicability of this technique 
in the entire liturgical chant of the Christian Orthodox Church and, in 
particular, of those of the East, points out the fact that working with 
traditional formulae means working with ultraconservative images and 
printing techniques. 


B. The technique of translation (exégésis or interpretation) of 
cheironomic figures into the New Methos in the kalophonic idiom 


This comparative study points out the fact that the translation into 
modern notation of the canonical repertoire in the first authentic mode of 
these three Postbyzantine composers is in conformity with the tradition 
of the Three Teachers at Constantinople. Because time will not permit a 
more ample approach, our research will focus on the exégésis technique 
of only two cheironomic figures: 

1. Kylisma, and 

2. The Kratema yporhon -- Eteron -- Lygisma -- Gorgon 

combination 


1. In the case of the first cheironomic figure — Kylisma — we find the fact 
that the formula appears only in melodic structures which accompany 
the Psalm text, on the final two syllables of a word; in our case, «- εἰ — 
Te» and «- pl — ov», both in the papadic and syntomon koinonika. The 
transcription of these melodic figures into the analytic system of the 
New Method is done in two ways: 
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a. Iterating the penultimate syllable of the word and then the entire 
word (Example 3: Daniel Protopsaltes and Petros Byzantios): 


Example 3 ΝΕ 


Pre-Chrysanthic notation New Method ] 
Daniel Protopsaltis 











Ly» «nC 


























2 ----- we oe FTE τνκ.-.Ἅ»; 
ta ΞΞ αι - νεῖ τε Ξ τὴ 


ad 

ill 
d 
™ 


























Penultimate Sas Entire Word 
- εἰ -- Αι -- νεί-- τὲ 

















β. Iterating the penultimate syllable, but, before repeating the last word, 
inserting the direct complement τὸν: Αἰνεῖτε tov Κύριον. (Example 4: 
Petros Lampadarios Peloponnesios): 





























Example 4 
Petros Lampadarios Peloponnesios - cvvropow 
=e a ; Ξ ; 
Τὶ ow oder —F oer -΄ὄᾧὄΦ = ae Fh or = 2 
> 0. oO 
“pt ov 
Penultimate syllable Direct complement Entire word 
Ξ εἰ- τον Αι-- νεῖ - τὲ 




















From the diastematic point of view, the kylisma formula does not stretch 
past the interval of the perfect fourth (NI — Ga’). Yet in modern notation 
it reaches the interval of the minor seventh (ZO — Ke), leaving room for 
minor variations in transcription, variations which reflect an elasticity 
within the rules and within the interpretation, but are insignificant for 
the singer. 


2. The Kratema yporhon -- Eteron -- Lygisma -- Gorgon combination can 
be analyzed by breaking them into three units which we have named a, 
6 and y. The solutions found in transcribing these three structures show 
two aspects: 

- The sound of which the melodic elements are constructed; 

» The sound on which the phrase has its cadence. 
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Between these two poles (the initial sound and the final cadence), 
the transcription into analytical notation proposed by the Three Teachers 
and of the anonymous translator of Gr. MS 955 were done in this manner: 


I. The cheironomic figure a (Kratema yporhon) consisting in: 

1.1. The quantitative neume 

I.2. The cheironomic neume, which has the following invariable 
transcription (Example 5). The single small difference remains in the fact 
that the superior posterior apoggiatura of the Homalon canbe transformed 
into a real note, although remaining in the category of ornamentations. 
II. The second and third cheironomic figures (B and y), also formed with: 

II.1. the quantitative neume, and 

II.2. the cheironomic neume, are transcribed in the New Method 
with regard to the sound of the cadence through the ,,filling” of the 
interval of the third, by way of a stepwise ascent, followed by higher 
grace notes from the Lygisma (Example 6). 


Examples 5, 6 
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For a better understanding of the exégésis phenomenon, we will 
present an analytical table with analytical solutions to the Kratema yporhon — 
Eteron — Lygisma — Gorgon combination (Example 7). 


Example 7: The Kratema yporhon — Eteron — Lygisma — Gorgon combination 
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To summarize, the examination of this class of composition 
reflects the fact that the professionalism and artistry of these three 
musicians whom we have studied were extremely important elements 
in the development of the kalophonic idiom in the second half of the 
18th century. These highly gifted musicians, starting from the great 
traditions, from the ancient Schola Cantorum of the Byzantine masters at 
Constantinople, added a Baroque dimension to the melismatic Eastern 
chant, arriving at a mastery proven by its widespread usage, even up 
to modern times, and by the large number of MSS which preserve this 
marvellous tradition. We are convinced that an analytic approach to 
their works constitutes an important step for the understanding of their 
compositional techniques, and a step which, from the perspective of the 
Three Teachers of Constantinople, could offer a path toward a practical 
reevaluation of the Postbyzantine musical art. 
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THE STRUCTURE OF SUNDAY KOINONIKON 
IN THE POSTBYZANTINE ERA* 


Chronological limits 


Within the manuscript tradition of the three categories of koinonika — 
weekly on Sundays, and on feastdays --, the Sunday koinonikon! (Αἰνεῖτε 
tov Κύριον ἐκ τῶν οὐρανῶν, aAAnAovia, Praise the Lord from the heavens, 
alleluia, Psalm 148.1) is the best represented class of chant. 

My research concerning the structural changes which took place 
in the Sunday koinonikon of the Postbyzantine period, had to overcome 
certain chronological difficulties. As is well known, Byzantine music 
evolution (as that of any other musical culture) does not correspond to 


* TRADITION AND INNOVATION IN LATE-AND POSTBYZANTINE 
LITURGICAL CHANT. Acta of the Congress held at Hernen Castle, the 
Netherlands, in April 2005. EASTERN CHRISTIAN STUDIES, vol. 8 (ed. by 
Gerda WOLFRAM), A. A. Bredius Foundation. PEETERS (Leuven -- Paris -- 
Dudley), MA (2008), pp. 331-355. 

1. The musical and liturgical problematic of the koinonika (not only the Sunday 
one) from the Byzantine period has been debated by H. Leclerg, ‘Communion’, 
DACL, 3/IIL, Paris (1914), cols. 2427-2435; K. Levy, ‘The Byzantine Communion 
Cycle and its Slavic Counterpart’, in Actes du XII congrés international des études 
byzantines, Ochride (1961), II, Belgrade (1964), pp. 571-574; H. Breslich-Erickson, 
‘The Communion Hymn of the Byzantine Liturgy of the Presanctified Gifts’, SEC 
III (1973), pp. 51-73; Neil K. Moran, The Ordinary Chants of the Byzantine Mass, 
vol. I (Investigations), Hamburger Beitrage zur Musikwissenschaft, Begriindet 
von Georg von Dadelsen, Herausgegeben von Constantin Floros, Band 12, 
Verlagt der Musikalienhandlung, Karl Dieter Wagner, Hamburg (1975), pp. 170- 
174; Dimitri E. Conomos, ‘Psalmody and Communion Cycle’, in Saint Vladimir's 
Theological Quarterly, vol. 25 (1981), no. 1, pp. 35-62 and no. 2 pp. 95-123; idem, 
‘Communion Chants in Magna Graecia and Byzantium’, JAMS 33 (1980), pp. 
241-263; idem, The Late Byzantine and Slavonic Communion Cycle: Liturgy and 
Music, Dumbarton Oaks Studies 21 (Washington, D.C., 1985); Robert F. Taft, S. 
J., ‘Byzantine Communion Rites’ I, OCP 65 (1999), pp. 307-345 and II, OCP 67 
(2001), pp. 275-352; Th. Schattauer, ‘The Koinonicon of the Byzantine Liturgy: 
An Historical Study’, OCP 49 (1983) pp. 91-129; S. Harris, The Communion Chant 
of the Thirteenth-Century Byzantine Asmatikon, in: Music Archive Publications, 
ΑἹ, Amsterdam (1999); Robert Taft, S.J., A History of the Liturgy of St. John 
Chrysostom (vol. V), The Precommunion Rites, OCA, Roma (2000); Ch. Troelsgard, 
‘Koinonikon/’, article in The New Grove Dictionary of Music and Musicians, edited 
by Stanley Sadie, second edition, (2002), vol. 13, pp. 744-745. 
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the general history of Byzantine society.” Although, from the historical 
point of view, the middle of the 15th century is a period which does not 
require further commentary, strictly musically speaking this period does 
not say much about the evolution of chant art in the Eastern Christian 
area during the Postbyzantine period. Because of the uninterrupted 
tradition of copying codices and the intense activity developed by 
medieval scriptoria, an important part of the chant classes and composers 
from before the 15th century are also encountered in written tradition 
during the following centuries. The stylistic transformations which 
appeared in the second half of the 17th century and the first decades of 
the 18th century’ also constituted new criteria which caused that priority 
was given to the musical argument and not to the historical one in the 
analysis of the Postbyzantine Sunday koinonikon. 


This research investigates the following two aspects: 
1. Periodisation: 

1.1. The first period: 1453 — ca 1670 

1.2. The second period: ca 1670 — ca 1730 

1.3. The third period: ca 1730 -- ca 1814.* 


2. Melodic transformation techniques: 
2.1. Embellishment (καλλωπισμός) 
1.2. Brevity/shortness (σύντμηση) 
1.3. Exegesis (ἐξήγησις) 


2. Gertsman, Evgenij, ‘The Lost Centuries of Byzantine Music’, St. Petersburg 
(2001), especially chapter 1 (Thesis), in Proceedings of the XXth International 
Congress of Byzantine Studies (19-25 August 2001, Paris), pp. 5-13. 

3. Generally, the Postbyzantine period is perceived either as an epoch powerfully 
influenced by the Orient, or, quite the contrary, as a loyal continuation of the 
past in a different semeiographic disguise. It is true that of this entire period 
(1453 — 1814), much attention has been paid to the so-called ‘transition period’ 
of Byzantine semeiography (ca 1670 — 1814), characterised by three important 
elements: 1. the exegeses (ἐξήγησις) or analytical transcription of the old 
creations by using a great number of quantity signs (black neumes) necessary 
for the ‘translation’ of the cheironomical signs and of the most important theseis 
or musical phrases; 2. the embellishment phenomenon (καλλωπισμός) in the 
written creations before the 17th century; 3. the abbreviation phenomenon 
(σύντμηση) in the old compositions, which indicates that the epoch’s taste and 
probably liturgical necessity had imposed their abbreviation. 

4. From this year, The Patriarchal School of Constantinople introduces ‘The 
New Method’ of learning and writing of Byzantine music. 
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This research deals only with the Greek repertoire written in the old 
graphical system and did not include the Sunday koinonika for two 
voices’ by Manuel Gazes (~ 1453) and Ioannes Plousiadenos (late 15th c.). 


1. PERIODISATION 

1.1. The first period: 1453 -- ca 1670 

Covering the period between the Fall of Constantinople and the first 
important moment of exegesis,° analysis indicates that the Sunday 
koinonikon structure continues with the bipartite form, quite rigid, of the 
same Sunday composition from the late Byzantine period (see Example 
1): Part 1: the Psalm text itself — Αἰνεῖτε tov Κύριον ἐκ τῶν οὐρανῶν," 
divided into two ample melodic arches formed by hemistich I: Αἰνεῖτε 
tov Κύριον and hemistich II, ἐκ τῶν οὐρανῶν; and Part 2: refrain Alleluia 
(AAAnAovia). 


EXAMPLE 1: 
THE VERSE DIVISION IN THE SUNDAY KOINONIKON:?® 











THE PSALM VERSE REFRAIN 
FIRST HALF SECOND HALF 
Αἰνεῖτε τὸν Κύριον ἐκ τῶν οὐρανῶν Ἀλληλούϊα 

















Without, however, living aside the composer’s personal freedom and his 
option to choose the size of the chant, the weight of the embellishment 
(καλλωπισμός), the text approach etc., this skeleton constitutes the 


5. See M. Adamis, ‘An Example of Polyphony in Byzantine Music of the Late 
Middle Ages’, in Proceedings of the Eleventh International Musicological Society, 
II, Copenhagen (1972), pp. 737-747; D. Conomos, ‘”Experimental Polyphony”, 
according to the... Latins, in Late Byzantine Psalmody’, in: Early Music History, II, 
Cambridge (1982), pp. 1-16; Γρ. O. Στάθης ““Διπλούν μέλος". Mia παρουσίαση 
τῶν περιπτώσεων “Λατινικής Μουσικής" ota χειρόγραφα βυζαντινῆς 
μουσικῆς", in “...τιμὴ πρὸς τὸν διδάσκαλον". Ἔκφραση ἀγάπης στὸ πρόσωπο 
τοῦ καθηγητοῦ Γρηγορίου Θ. Στάθη: Ἀφιέρωμα στὰ ἑξηντάχρονα τῆς ἡλικίας 
καὶ OTA τριαντάχρονα τῆς ἐπιστημονικῆς καὶ καλλιτεχνικῆς προσφοράς του, 
Athens (2001), pp. 656-674. 

6. The moment is marked by Balasios Iereos (2/2 XVII c.). A complex biography 
concerning this subject, in Tg. O. Στάθης “Τὸ ὄνομά σου ὅτι καλόν, t Jorgen 
Raasted (19 Μαρτίου 1927 -- 5 Μαΐου 1995)’, ἀνάτυπον ἐκ τοῦ περιοδικοῦ 
Θεολογία ΞΖ’, (1996), τεύχος I, pp. 530 -- 549, Athens (1996), p. 29. 

7. D. Conomos applies the bipartite structure (line and alleluia) to all koinonika, 
Communion Cycle..., p. 59. 

8. See table 5 in ibid., p. 86. 
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frame upon which the Postbyzantine composers build up new forms, 
much more developed ones, imposing them as supreme models of 
composition. 

Part 1, the text itself, remains the most compact unit from the 
stylistic point of view, with phrases based on the principle of repetition 
up to the exhaustion of the word syllables / the Psalm words? (Αιςνει... αἱ- 
νει-τε Tov Kv... tov Kv-pt...tov Κυ-ρι-ον εκ των OV... EK των ου-ρα-νων), 
due to the succession of theseis (formulas) and due to the intercalation of 
foreign letters. As to the length, this can reach less than half the length of 
the second part/or: ca 30% of the entire piece. 

Part 2, refrain alleluia, remains the territory of the most 
spectacular compositional elaboration during this period. Considerably 
longer than the melodic text itself, the duration of this second part is 
prolonged (especially in the composers’ creations after 1650), attaining 
approximately 70% of the entire piece.’® This dilatation is accomplished, 
not only by the continuous use of the same techniques of approaching 
the text, common to section one, but also by the general existence of 
the minimum three alleluias. Its long, elaborate phrases offer the support 
for the intercalation of foreign letters and the two chant indications Lege 
(Λέγε) and Palin (Πάλιν). 

Another constitutive element of the second part that greatly 
affects the written history of this creation is the teretisma. Although, as 
chant unit, these teretismatic passages have quite a reduced length in 
the Sunday koinonikon, they constitute the nucleus which leads to the 
creation of a third structure, distinctively personalised and delimited, 
which develops, beginning with the composers from the second half of 
the 17th century: kratema. 

The representative composer of this genre for the studied period 
and the one who dominates the written tradition is Manuel Chrysaphes 
(ca 1440 — 1463) with 24 koinonika. 


9. In Russian musical manuscripts this technique of approaching the text is 
called razvod. It seems that a specific correspondent term does not exist in Greek 
or Southern Slavic sources. See D. Petrovic, ‘Music for some Serbian Saints 
in Manuscripts Preserved in Romania’, in Actes du XIVe Congrés International 
d'Etudes Byzantines, III, Bucharest (1976), p. 559; idem, “The Eleventh Morning 
Hymns -- Eothina in Byzantine and Slavonic Traditions’, in International 
Musicological Society Study Group CANTUS PLANUS: Papers Read at the 6th 
Meeting, Eger — Hungary, Il, Hungarian Academy of Sciences, Institute for 
Musicology, Budapest (1995), p. 442. 

10. Generally, the koinonika before 1453 also respect the second section majority 
percentage. 
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1.2. The second period: ca 1670 -- ca 1730 

From the architectural point of view, the major changes reflected by the 
Sunday koinonikon during this period are the result of two phenomena. 
On the one hand, the melodic transformations, beginning with the 
second half of the 18th century (exegesis — ἐξήγησις, embellishment — 
καλλωπισμός, brevity/shortness — σύντμηση) and, on the other, the 
liturgical determinations which imposed certain structural modifications. 
In the second case, the facts can be less easily motivated because, at 
the level of Typikon, nothing has been registered that legitimises the 
augmentation and diminution of some sections, the appearance or 
disappearance, beginning with the 18th century, of the kalophonic 
elements of Lege and Palin. The manuscript tradition, however, is much 
firmer in recording these transformations. 

The liturgical argument, at least, could have been responsible for 
the phenomenon of brevity/shortness in the Byzantine creations,'’ even 
if this practice is pretty rarely encountered in the case of the creation 
studied.” 

As to the form, it is remarkable that the bipartite structure of 
the Sunday koinonikon is continued from the previous eras, but with 
major changes at all parameters. The important composers of that time 
(Chrysaphes the Younger [1650 — 1685], Germanos Neon Patron [17th 
c.], Balasios Iereos [mid. 17th c.] and Petros Bereketes [end 17th c. — beg. 
18th c.]) arrange this repertoire in series (κατὰ σειρά) and modes (Kat’ 
ἤχον), the authors often having more than one creation of this type for 
each mode. 

Part 1, the text itself, remains as compact, but much more 
restricted in length than the rest of the creation. Built up on the same 
compositional principles as stated for the first period, this section gains 
in ambitus, in the dexterity of combining the formula and modulator 
techniques. 

Beginning with this period, the second part tends to monopolise 
the whole melodic discourse of the Sunday koinonikon,”’ indicating 
an art and subtlety much more developed than in the previous and 
following eras. As in the previous period, each of the three alleluias is 
preceded by a teretismatic fragment with the role of embellishment and 
dilatation of the melos. The teretismatic fragment types, ti ti ti, te te te, 


11. To our knowledge, not even the abbreviation phenomenon is registered in 
any Typikon tradition. 

12. See chapter ‘Melodic transformation techniques’ in this article. 

13. Section IT covers approximately 70% of a piece. 
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appear, either inside the alleluia, or as an independent composition unit. 
Beginning with Chrysaphes the Younger, and especially with Germanos 
Neon Patron, this phenomenon becomes so amplified and individualised 
that the old teretismatic passage becomes kratema and its style totally 
differs from that of the second part (alleluia). 

Concerning the teretisma, it must be mentioned that, in the Sunday 
koinonikon of this period, there are two types of teretismatic passages: 
a. teretismatic passages that precede each alleluia and are stylistically 
the same as the alleluia (Example 2.a.), and b. teretismatic passages that 
usually appear inside the word alleluia and differ stylistically from the 
alleluia melody. This type of teretisma usually appears before the last 
alleluia, being inserted as in Example 2.β. In most cases, the last alleluia 
plays the part of a conclusion, detaching itself from everything before it 
through a cadence on the mode finalis. 
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EXAMPLE 2.a. Germanos Neon Patron, 
mode I, Gr. MS no. 832 BAR Bucharest, f. 159r (Ανθολογία, ante 1701) 
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EXAMPLE 2.8. Germanos Neon Patron, 
mode I, Gr. MS no. 832 BAR Bucharest, f. 159v-160r (Ανθολογία, ante 1701) 


The two guiding elements, Palin and Lege, usually appear in the second 
part (inside the refrain alleluia) and very rarely within the text itself." 
Sometimes a fragment from the Psalm text can be repeated in the second 
part of the koinonikon, but this time with another musical approach, as 
happens with the creation in the first mode by Athanasios, Patriarch of 
Jerusalem (mid. 17th c. — beg. 18th c.). But this case is extremely rare. 

The incontestable maestro of this period is Chrysaphes the 
Younger. He is also the one who has imposed a model structure, 
representative for the second half of the 17th century (Example 3): 


14. Except in the koinonikon in the forth plagal mode by Petros Bereketes etc. 
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EXAMPLE 3 





I. The Psalm text itself Αἰνεῖτε tov Κύριον ἐκ τῶν οὐρανῶν 





IL. Refrain alleluia 


i irscvmn ciara teretismatic passage — alleluia — Lege (or Palin) 





teretismatic passage — alleluia — Palin (or Lege) 





kratema / ample teretismatic passage 











alleluia. 








The above scheme has been taken over by most of this generation of 
composers. Among these, Petros Bereketes not only used it but also 
applied it originally in his Sunday koinonikon oxtanyov" of his Apanta. 
It is remarkable that these creations (as well as his cheroubika oktaechon) 
are chanted in the eight modes following one single model and that 
their entering was done by the exegesis of this same unique model.’® 
However dominant in the era, the above form is only applicable 
for the arga koinonika, whose part 2 (refrain alleluia) can sometimes 
contain more than three alleluias,'” depending on the composer’s taste or 
on the liturgical necessity. At the same time, another class of koinonika 
developed — syntoma. These creations are characterised by austerity and 
simplicity in writing and the use of a limited number of theseis. Compared 
to the arga melodies, the radicalisation appears in the form: part 1 
becomes dominant, individualising itself with a remarkable pregnancy, 
and the constitutive sections of part 2 become independent structures. 
From the architectural point of view, the syntomon koinonikon precedes 
the tripartite form of the following century as follows: part 1, occupying 
approximately 90% of the whole creation; part 2, kratema; part 3, alleluia. 
The most important representatives are Petros Bereketes (first, second, 


15. “... TO ἀκολουθούν KOLVWVIKOV, εἰς τὴν ἀρχαίαν γραφήν δια τῶν αὐτῶν 
χαρακτήρων, EWAAAOVTO και εἰς τοὺς οκτώ ἠχους΄. 

16. “Το ακόλουθον Χερουβικόν εἰς τὴν παλαιάν γραφήν, ψάλλεται εἰς 
τοὺς 8 ήχους HE τὴν αυτήν γραμμήν. Εξηγηθέν δε εσημειώθη εἰς 6 μόνον, 
ἐπεί ο πρώτος και ο Πλάγιος tov Πρώτου, οδεύουσιν ομοίαν κλίμακα 
και καταλήξεις. Ομοίως o Δεύτερος και o Πλάγιος του Δευτέρου. Ούτω 
παρέλαβον παρά τοίς εμοίς διδασκάλοις. ... Και το ακολούθως, ὡς 
προεδηλώθη περί του Χερουβικού, ούτως και αυτό εσημειώθη εξ φοράς, ..." 
17. Ex. 4 alleluia: Chrysaphes the Younger -- third mode, first plagal mode; 
Petros Bereketes — fourth mode, barys; Balasios Iereos -- barys, fourth plagal 
mode; 5 alleluia: Chrysaphes the Younger — fourth mode; Petros Bereketes — 
third mode etc. 
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third, fourth,"® first plagal, second plagal and fourth plagal modes) and 
Ioakeim Bizyes (ca 1720) (barys — two koinonika). 


1.3. The third period: ca 1730 -- 1814 

The masters of the 18th century’ impose a pattern with a certain 
independence, compared to the previous periods. This independence 
consists of individualising the old chant unit teretisma and transforming 
it into kratema, as a part with a distinctively different style from part 1. 
The composers of this century pass from an ample bipartite structure to 
a tripartite one and this aspect leads to a much clearer delineation of the 
Sunday koinonikon’s form. 

As to length, the Psalm text (part 1) becomes the greatest 
part, occupying approximately 70% of the entire creation (viceversa 
compared to the previous creations). This supremacy of the text had 
never been reached by the older Sunday koinonikon creations, which 
continued to survive in the following centuries as well, without major 
transformations. As mentioned above, part 2 (kratema) characteristic 
through its individualisation gains a distinct place within the creation 
studied. In form, it seems to borrow the model imposed by the syntoma 
koinonika from the ‘golden era’ of Postbyzantine music. Compared to the 
similar structure of the previous periods, the kratema is less extended” 
and has a totally different type of writing than the melos of the first 
part. Its second position never changes and the most interesting fact is 
that the tempo in which the section develops is always heirmological, 
being more or less noted in the manuscripts and printings in the new 
notation. Nevertheless, the codices in the old notation never note the 
tempo problem through specific signs. 

The refrain alleluia becomes part 3 and, together with kratema, 
occupies a reduced musical space in the Sunday koinonikon during this 
period.” As final section, with its conclusive role, it installs the basic 
tempo through its notation at the beginning of this part (a fact not met 


18. In this koinonikon, the kratema is bigger than part 1. 

19. An analysis of the Sunday koinonikon and of the exegesis phenomenon 
in the first mode in this period can be studied in Nicolae Gheorghita, “The 
Kalophonic Idiom in the Second Half of the 18th Century. The Koinonica 
Αἰνεῖτε tov Κύριον in the First Authentic Mode’, ΑΜΒ 5 (May 2003), pp. 45- 
50; idem, Chinonicul duminical in perioada post-bizantinad (1453-1821). Liturgicd si 
muzica, Ed. Sophia, Bucharest (2009), pp. 127-229. 

20. In length the section occupies the second place after the text itself, even 
reaching almost 20% of the entire piece. 

21. Normally, it does not surpass 10% of the piece. 
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before in the previous eras) and always ends on the mode finalis. This is 
noted only in manuscripts in the new notation. Compared to the previous 
periods, when the section had occupied ample space, having three (or 
more) alleluias and intercalation of teretismata and kratemata, this true 
coda, beginning with Daniel Protopsaltes (ca 1740 — +1789), is limited to a 
single alleluia, being extremely short and without the intercalated letters. 

Another extremely interesting aspect is the fact that Lege and Palin 
disappear definitively from the architecture of the Psalm, which seems to 
indicate a diminution of the solo singer’s role or, maybe, the lack of need 
to note a tradition imposed for centuries, functioning within a normality 
hardly accessible mentally today. These two elements’ disappearance 
led to geometrical and clearly contoured sections. 

Petros Lampadarios Peloponnesios (ca 1730 — +1778) is the 
composer around whom the whole musical life of the first half of the 
18th century was centred. Stylistically, he cultivated the syntomon and 
developed an analytical system, taken over from Ioannes Trapezountios 
(ca 1736 — +1771) and later completed by Iakobos Protopsaltes (+1800), 
Petros Byzantios (1771 -- +1808) and the three great Constantinople 
schoolmasters. Part of his Sunday creations” brings to actuality the 
koinonikon of the previous centuries (for example the one attributed 
to Saint Ioannes Damaskenos), the bipartite koinonikon, where the 
kratema did not exist. Although it loses a section, its dimensions remain 
similar to those of the preceding creations, due to the fact that the author 
compensates for this loss by lengthening the first section.” A much rarer 
element is the insertion of a second alleluia (reminiscent of the previous 
eras) compared to a single alleluia™ in this era. 

Another person who made an important contribution to the 
evolution of this genre was Dionysios Photeinos Moraites (1777 — +1821) 
from Palaia Patras.” Being one of the most important Greek musicians 


22. Στάσις I” (ta ovvtopotepa, second, third, fourth, second plagal, barys and 
fourth plagal modes). 

23. This can be seen in one of his complete series, second, third, fourth, second 
plagal, barys and fourth plagal modes and in the series of 10 koinonika. 

24. For example, Daniel Protopsaltes — second plagal mode. 

25. See details on his activity as historian, composer etc. in Victor Papacostea, 
‘Vietile sultanilor. Scriere inedita a lui Dionisie Fotino’, in Revista Istorica Romana, 
4 (1934) pp. 175 -- 214, republished in Civilizatie romdneasca si civilizatie balcanica. 
Studiu istoric, ed. Cornelia Papacostea — Danielopolu (Bucharest, Eminescu 
Publishing House, 1983), pp. 434 — 462; idem, ‘Ilie Fotino, contributiuni 
biografice, precizari asupra operei istorice’, in Revista Istorici Romana, 9 (1939), 
Bucharest (1940), pp. 3 — 40, republished in Civilizatie romaneascd..., pp. 477 -- 
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established in Ungrovlahia at the end of the 18th century and one of the 

representatives of the ‘last generation of Byzantine scholars whom the 

Balkan civilisation flux had landed on Romania’s territory’,”° Photeinos 

deserves to be noted, at least for several features of his complete series of 

eight Sunday koinonika: 

e All of them are written in Arabic modal structures (makamia). 

e Atthe form level, in the koinonika either only alleluia in second mode, 
first plagal mode, barys, fourth plagal mode or alleluia and kratema 
have been lost in the first, third and second plagal mode. 

e The appearance of a jubilation with the role of an incipit in five 
koinonika (second, fourth, first plagal, barys and fourth plagal 
modes). Its explicit notation makes the demarcation from the rest of 
the creation well determined, as a musical segment that concludes 
in a cadence. It is interesting that this long vocalise, where it exists, 
is formed on the first syllable of the Psalm text (av) where the letter 
x is inserted. This Sunday koinonikon’s debut technique is also 
encountered in his cheroubika. 


2. MELODIC TRANSFORMATION TECHNIQUES 


2.1. The embellishment practice (καλλωπισμός) in Byzantine musical 
creations is inscribed within a phenomenon, much more generous 
semantically, named kalophonia (καλοφωνία). This technique of 
approaching the musical text was done by insertion, either into the 
creations of earlier composers, or into own creations. 


498; idem, ‘Date noua despre viata si opera lui Dionisie Fotino’ in Balcania 7 
(1944), pp. 311 -- 331, republished in Civilizatie romédneasci..., pp. 463 — 476; N.T. 
Σβορώνος, “Ὁ Διονύσιος Φωτεινός καὶ TO ἱστορικὸν ἔργον αὐτοῆ΄, Ελληνικά 
10 (1937-1938), pp. 133-178; A. B. Οἰκονομίδης, “Ἀπὸ τὰς ἕλληνο-- ρουμανικὰς 
ἐκκλησιαστικὰς oxéoetc’, EEBX KI” (1953), pp. 450 — 471; idem, “Διονυσίου 
Φωτεινοῦ βίος καὶ Egyov’, Μνημοσύνη IA’ (1988 -- 1990), pp. 83-173. See also N. 
Gheorghita, ‘The Anastasimatarion of Dionysios Photeinos’, in AMB 4 (2002), pp. 
99-109; idem, O AIONYZIOL ΦΩΤΕΙΝΟΣ (1777-1821) STHN EAAHNIKH KAI 
POYMANIKH ΠΑΡΑΔΟΣῊ ΤΗΣ BYZANTINHE ΜΟΎΣΙΚΗΣ, PhD in progress 
at the University of Macedonia, Thessaloniki; idem, “Dionysios Photeinos”, 
entry in The Canterbury Dictionary of Hymnology (forthcoming); AIONYLIOY 
@QTEINOY - ANAXTAXIMATAPION NEON, Ἐπιμέλια, Πρόλογος, 
Σχόλια and tov NICOLAE GHEORGHITA -- Μουσικολόγο, ἱερά Καλύβη 
«Ευαγγελισμός της Θεοτόκου», ΙΪΙερά Σκήτη Αγίου Δημητρίου -- Λάκκου, 
ATION ΟΡΟΣ (2009); idem, ,, Διονύσιος Φωτεινός: Τὸ Ἀναστασιματάριονή, in 
ΠΟΛΥΦΩΝΙΑ 16/2010, Athens, pp. 88-111. 

26. V. Papacostea, ‘Vietile sultanilor....’ (see footnote 25), p. 431. 
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But what does the embellishment mean in the case of the 
Sunday koinonikon during the Postbyzantine period? This technique 
of ‘arrangement’ and ‘cosmetics’ of a creation” is an unidirectional 
phenomenon (from a simple piece to a more complex one), through 
which a melody is simply ‘enlarged’ by introducing theseis or melodic 
formulas, non — alphabetic letters, teretismatic passages and kratemata. 
The choice of a certain formula is a subjective matter, the composer 
or ‘arranger’ determining to use or to adapt certain musical phrases, 
syllables or words of the Psalm text. 

In the case of the Sunday koinonikon, the manuscript tradition 
shows that the embellishment phenomenon occurs with high intensity in 
the second period and less in third. Especially the works of composers 
from the first period are embellished.* The most active person in this 
field, whose name is recorded in a considerable number of codices, is 
Germanos Neon Patron.” 

If the insertion in creations of others seems to be a much more 
often encountered phenomenon, the embellishment of the composer's 
own melodies is much rarer. We find it in Balasios Iereos*® and Ioannes 
Chrysoverges (beg. 17th c. — mid. 18th c.).°! 

The second period is the epoch of the most subtle and ample 
insertions. In the first part of the koinonikon the non — alphabetical letters 
are the ones that, along with the new theseis (new formulas), contribute 
to the melodic amplification. The second part is subjected to the same 
treatment (foreign letters, theseis) to which are added the teretismatic 
passages and kratemata. 


27. The embellishment can sometimes concern only a fragment of the koinonikon 
(MS Panteleimonos 1005, f. 203r). 

28. Sometimes, works from before 1453 are embellished, for example Ioannes 
Kladas Lampadarios, ex: third mode: Ἰωάννου Κλαδά -- καλλωπισμός τοῦ 
Νέων Πατρῶν. 

29. Third mode: Ἰωάννου Κλαδά - καλλωπισμός τοῦ Νέων Πατρών, 
Δοσιθέου -- ἐκαλλωπίσθη δὲ παρὰ Νέων Πατρῶν [Γερμανοῦ], Θεοδοσίου -- 
ἐκαλλωπίσθη παρὰ τοῦ Νέων Πατρῶν [Γερμανοῦ]; fourth mode: Γεωργίου 
[Ραιδεστινοῦ] -- ἐκαλλωπίσθη παρὰ τοῦ Νέων Πατρῶν [Γερμανοῦ], Κύρ 
Θεοδοσίου -- ἐκαλλωπίσθη δὲ παρὰ [Γερμανοῦ] Νέων Πατρῶν; first plagal 
mode: Γερασίμου -- καλλωπισθέν ὑπὸ τοῦ Νέων Πατρῶν; Barys: Ναθαναὴλ 
μητροπολίτου Νικαίας -- ἐκαλλωπίσθη παρὰ τοῦ Νέων Πατρῶν [Γερμανοῦ]. 
30. Second mode: καλλώπισμα τοῦ nana κὺρ Μπαλάση...; second plagal 
mode: κΚαλλώπισμα tov nana κὺρ Μπαλάση. 

31. Barys: Qpaiov καὶ ἔντεχνον, καλλωπισθέν παρὰ κὺρ Ἰωάννου tov ἐξ 
Ἰωαννίνων [Χρυσοβέργη!. 
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The third period is much more balanced. Not only is there a certain 
katharsis, stressed by the elimination of supra-ornamental elements, but 
a clearer delimitation of the koinonikon sections also appeares.” The 
embellishment disappears from part three and only remains in part one. It 
must also be remembered that the embellishment phenomenon functions 
differently, depending on the type of koinonikon (syntomon or argon) and 
its belonging to a certain stylistic period. It is obviously understood that 
the vigour of the embellishment in the arga creations almost disappears in 
the syntomon koinonikon. 


2.2. The phenomenon of ‘brevity‘/‘shortness’ (σύντμηση) in Byzantine 
musical creations constitutes a feature manifested within this art, 
beginning in the 14th century, as a natural reversal of the embellishments. 
In the Sunday koinonika, this phenomenon was probably born from 
liturgical necessity and had less intensity and frequency compared to 
the embellishment. The musical codices record the application of this 
technique, either at the level of the entire series of koinonika, or on only 
one mode.* In the first case, the term syntomon can either underline a 
stylistic aspect™ or refer to the size of the series compared to other larger 
series. The best example is offered by Petros Peloponnesios, too. Two 
of his three series of Sunday koinonika have the following indications: 
koinonika synoptikotera, syntomotera and koinonika megaliotera, features 
that reflect a certain hierarchy inside the class of the studied chants and 
the preference of the copier for one series or the other. 


2.3. Up to the second half of the 18th century, the exegesis (ἐξήγησις) 
appears sporadically and accidentally in the Sunday koinonikon.® 
Theodoulos Monachos Ainetes (mid. 18th c.) is the most important 
composer recorded by the manuscript tradition, who, up to this date, 
transcribed both from the creations of the Byzantine masters* and from 


32. See chapter 2. 

33. Serie syntomon: first mode — Balasios, second mode -- Bereketes or one of the 
two koinonika by Demetrios Lotos, third mode—-Damaskenos, Daniel Monachos, 
fourth mode — Ioannes Chrysoverges, second plagal mode -- Bereketes, barys — 
Ioannes Chrysoverges, fourth plagal mode -- Damaskenos. 

34. The reference is especially made for the work by Petros Peloponnesios and 
for the composers of the third period. 

35. The exegesis problem of the Sunday koinonikon in the new notation does 
not constitute the subject of this study. It can be studied in my doctoral thesis: 
Chinonicul duminical... 

36. Manuel Gouta, third mode - EnynOév ὑπὸ tov διδασκάλου Θεοδούλου 
(Theodoulos Monachos Ainetes, n.n.), (ex. Xeropotamos 380, f. 377v, Papadike, 
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the ones after 1453.°”7 We can moreover add Michael Iereos Chios (18th 
century) who transcribed a Sunday koinonikon by an anonymous.* 

As mentioned above, the practice of exegesis is much more 
intense in the third period. This time we find it, not as an isolated case, 
but applied to entire series of koinonika. Daniel Protopsaltes and Petros 
Peloponnesios created the greatest part of exegeseis. The last one is the 
exegete of a whole series of eight koinonika by Daniel Protopsaltes,” 
which also entered the new notation through Gregorios Protopsaltes 
(1778 -- +1821) and Chourmouzios Chartophylax (1770 -- +1840). 

Another musician who was involved in the issue of the Sunday 
koinonika by Daniel Protopsaltes was Apostolos Konstas Chios (~1767 
— t 1840)" (we will come back to him below) and two anonymous. One 
is an exegete in the epoch of analytical transition notation from the first, 


1759, autograph Laurentios Hieromonachos), Ioannes Laskaris, fourth mode -- 
ξηγηθὲν ὑπὸ tov διδασκάλου ἡμῶν (Theodoulos Monachos Ainetes, n.n.), (ex. 
Stavroniketa 234, f. 288r, Anthologia Egkolpios, second half of the 18th century). 
37. Manuel Chrysaphes, third mode — ξηγηθὲν ὑπὸ τοῦ διδασκάλου ἡμῶν 
(Theodoulos Monachos Ainetes, n.n.), (ex. Stavroniketa 234, f. 290r, Anthologia 
Egkolpios, second half of the 18th century); Petros Bereketes, barys — ξηγηθὲν 
ὑπὸ τοῦ διδασκάλου (Theodoulos Monachos Ainetes, n.n.), (ex. Stavroniketa 
234, f. 289r, Anthologia Egkolpios, second half of the 18th century). Theodoulos 
Hieromonachos is not only recorded as ‘translator’ of the music from the 
previous centuries but also as composer of the koinonika oktaechon in the same 
style as Petros Bereketes: Ψάλλεται εἰς ὀκτὼ ἤχους, MS © 154, Papadike (1786), 
Great Lavra -- Athos. 

38. Ἡμετέρη ἐξήγησις, Μιχαὴλ ἱερέως tov Χίου, ἦχος mA. A, Αἰνεῖτε, 
Koutloumousiou 447, f. 665. Stathis states that it seems that it is not about 
exegesis but about an independent creation (“dév φαίνεται va πρόκειται 
περὶ ἐξηγήσεως, ἀλλὰ περὶ ἰδίας συνθέσεως"), in Στάθης, Te. Θ., Ta 
Χειρόγραφα Βυζαντινής Μουσικής -- Aytov Όρος. Κατάλογος περιγραφικός 
των χειρογράφων κωδίκων βυζαντινής μουσικής των ἀποκειμένων εν ταίς 
βιβλιοθήκαις των ιερών μονών και σκητών του Αγίου Όρους, vol. IIL, Athens 
(1993), p. 323. 

39. Ἰδού καὶ αὔθις τὰ ἴδια κοινωνικὰ τοῦ κυρίου Δανιὴλ Πρωτοψάλτου 
τῆς Μεγάλης Ἐκκλησίας, ἐξηγηθέντα παρὰ κὺρ Πέτρου λαμπαδαρίου 
[Πελοποννησίου] Αἰνεῖτε (ex. Xeropotamou 305, f. 2341). 

40. See, for example, MS Dochiariou 1240, middle of the 19th century, f. 397: 
Etepa κοινωνικά, πάνυ ὡραία καὶ ἔντεχνα, συντεθέντα παρὰ κυρίου Δανιὴλ 
Πρωτοψάλτου, ἐξηγήθησαν δὲ παρὰ Χουρμουζίου Χαρτοφύλακος. Λεπτοτέρα 
ἐξήγησις. 

41. ἅπερ ἐξηγήθησαν παρὰ Ἀποστόλου Χίου (ex. ΡΑΜΚ 47/126, Heirmologion 
[Petros Byzantios] — Anthologia, end of the 18th century -- beginning of the 19th 
century). 
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the second plagal and fourth plagal mode,” and the other only of several 
theseis of the second, the third, the first plagal and fourth plagal mode.* 

Petros Byzantios,“ apprentice to Petros Peloponnesios, is another 
important composer of the period involved in the exegesis. He is, according 
to the testimony of MS 343 from Docheiariou, the first composer who 
exegetes his own series of eight Sunday koinonika.* Concerning his 
exegeseis of the koinonika of his master, the manuscript tradition indicates 
that, from the three series of Sunday koinonika by his teacher, he only 
transcribes the authentic modes (I-IV) of one single series.” 

Another important name at the end of the 18th century and 
beginning of the 19th century is Apostolos Konstas Chios. His special 
competence as theoretician of the old semeiography makes his exegesis 
of the koinonika by Daniel Protopsaltes,” Petros Peloponnesios* 


42. Panteleimonos 957, f. 143r, Anthologia, autograph Theophanes Monachos, 
1815-1830. See also MS 59 (beginning of the 19th century, autograph Gregorios 
Protopsaltes?) Tega Ἀρχιεπισκοπὴ Κύπρου, which contains the koinonika 
or fragments of koinonika by Ioannes Protopsaltes (f. 93v-95r — first mode; 
f. 95r-96r — third mode), Daniel Protopsaltes (f. 100v-101v — first mode; f. 
101v-103r — second mode; f. 103r — third mode [fragment]; f. 104r-105r — fourth 
mode [fragment]; f. 105r-106r — first plagal mode; f. 106r-107r — second plagal 
mode; f. 107r-108v — barys; f. 108v-109v — fourth plagal mode), Georgios Kritos 
(f. 103r-104r -- third mode), Petros Lampadarios Peloponnesios (first-eighth 
modes [fragments]), Petros Byzantios ([Etepa κοινωνικὰ Kat’ ἦχον ἐξηγημένα 
καὶ συνθεμένα παρὰ Πέτρου Βυζαντίου], f. 116r-123v, first-eighth modes). 

43. Agios Pavlos 15, ff. 704-708, Anthologia, autograph Apostolos Konstas 
Chios, 1813. 

44, Chourmouzios Chartophylax is one of the masters involved in the exegesis 
of the Sunday koinonika by Petros Byzantios in the new notation: Kat’ ἤχον 
κοινωνικά, συντεθέντα παρὰ tov Πρωτοψάλτου Πέτρου tov Βυζαντίου τῆς 
Μεγάλης τοῦ Χριστοῦ Ἐκκλησίας. Ἐξήγησις Χουρμουζίου Χαρτοφύλακος, 
λεπτοτέρα ἐξήγησις, MS Dochiariou 1240, middle of the 19th century, f. 427. 
45. Κοινωνικά, σύνθεσις καὶ ἐξήγησις κὺρ Πέτρου Πρωτοψάλτου Βυζαντίου" 
ἦχος A’ Αἰνεῖτε, ex. Docheiariou 343, f. 35r, Anthologia, 1810); Benaki 93, ff. 
252r — 263r; exegeseis of the whole series of eight koinonika. See also MS 59 
(beginning of the 19th century, autograph Gregorios Protopsaltes?) Ἱερά 
Ἀρχιεπισκοπὴ Κύπρου (f. 116r-123v, first-eighth modes). 

46. Κοινωνικὰ κὺρ Πετρού λαμπαδαρίου: ἐξηγήθησαν παρὰ κὺρ Πέτρου tov 
Βυζαντίου: Αἰνεῖτε (ex. Panteleimonos 977, f. 336r, Anthologia, ca 1815-1820). 
47. Σύνθεσις κὺρ Δανιὴλ TpwtopadAtou: ἅπερ ἐξηγήθησαν παρὰ Ἀποστόλου 
Χίου (ex. ΡΑΜΚ 65/125, f. 296r-301v, Taxis tou Orthrou -- Heirmologion [Petros 
Lampadarios Peloponnesios] — Doxastarion ton Ainon [Apostolos Konstas 
Chios] — Heirmologion [Petros Byzantios] -- Anthologia, 1820); EBE 1869, ff. 4721 
- 490r. Apostolos exegeses the entire series of eight koinonika. 

48. Κὺρ Πέτρου λαμπαδαρίου tov Πελοποννησίου: ἅπερ ἐξηγήθησαν παρὰ 
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and Petros Byzantios” extremely valuable to the understanding of 
the process of transcription from stenographic notation to analytical 
semeiography before the reform in 1814. 


CONCLUSIONS 


Seen diachronically, the Postbyzantine Sunday koinonikon’s structure 
remains a pretty compact and unitary entity. As noticed above, during 
the whole epoch after the Fall of Constantinople, the architectural apogee 
of the Sunday koinonikon is reached in the second period (ca 1670 -- ca 
1730). In this “golden era” of the Postbyzantine epoch, kalophonic art — 
the art of the eastern Christian musicians — rises to a great height, which 
reminds us of the musical baroque in Western Europe. 

It is essential to remember that the characteristic feature of kalophonic 
art for more than four centuries — that of melismatic perfection inside a 
framework of symmetric and geometric sections — was the fundamental 
criterion assumed and transmitted on the basis of a tradition of steady 
spiritual coordinates which were adapted to the specific liturgical 
necessities of each period. 


tov κὺρ Ἀποστόλου Χίου (ex. PAMIK 65/125, ff. 301v -- 3071, Taxis tou Orthrou 
- Heirmologion [Petros Lampadarios Peloponnesios] — Doxastarion ton Ainon 
[Apostolos Konstas Chios] -- Heirmologion [Petros Byzantios] -- Anthologia, 
1820); Benaki 93, ff. 239v — 2521 (Ta ἀνέκδοτα, ten koinonika). 

49. “Etepa σύνθεσις κὺρ Πέτρου λαμπαδαρίου tov Βυζαντίου, ἐξηγήθησαν δὲ 
παρὰ κὺρ Ἀποστόλου Χίου (ex. ΡΑΜΚ 65/125, ff. 307r-312v, Taxis tou Orthrou 
- Heirmologion [Petros Lampadarios Peloponnesios] — Doxastarion ton Ainon 
[Apostolos Konstas Chios] — Heirmologion [Petros Byzantios] -- Anthologia, 
1820); Benaki 93, f. 252r — 263r. Apostolos exegeses the entire series of eight 
koinonika. 
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III (1987), IV (1992), Bucharest. 
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2.3. Studies/books 


13. 


14, 


15. 


ΑΠΟΣΤΟΛΟΠΟΥ͂ΛΟΣ, Κ. Θωμάς, O Απόστολος Κώνστας ο Χίος 
και ἡ συμβολή του στη θεωρία της μουσικής τέχνις, IBM 4, Athens 
(2002). 

BIOAAKH, Γεωργίου, MEAETH XYIKPITIKH THY ΝΥ͂Ν EN 
XPHZEI ΜΟΥΣΙΚΗΣ ΓΡΑΦΗΣ ΠΡῸΣ THN TOY ΠΕΤΡΟΥ 
ΠΕΛΟΠΟΝΝΗΣΙΟΎΥ ΚΑΙ ΠΡῸΣ ΤῊΝ ΑΡΧΑΙΑΝ ΓΡΑΦΗΝ, 
Παράρτημα Ἐκκλησιαστικής Αληθείας, τεύχος 1, Constantinople 
(1900), pp. 28 -- 53. 

CONOMOS, E., Dimitri, ‘Communion Chants in Magna Graecia 
and Byzantium’, JAMS, xxxiii (1980), pp. 241-263. 

—, ‘Psalmody and Communion Cycle’, St. Viadimir’s Theological 
Quaterly, vol. 25 (1981), no. 1, pp. 35-62 and no. 2, pp. 95-123. 

—, “The Monastery of Putna and the Musical Tradition of Moldavia in 
the Sixteenth Century’, DOP 36 (1982), pp. 15-28. 

—, The Late Byzantine and Slavonic Communion Cycle: Liturgy and Music, 
Dumbarton Oaks Research Library and Collection, Washington, D.C. 
(1985). 

—, ‘The Musical Tradition of Mount Athos’, AMB 4 (2002), Jassy pp. 
70-78. 

—, ‘The Significance of the Moldavian Monastic Contribution to the 
Tradition of Post — Byzantine Psalmody’, ΑΜΒ 4 (2002), Jassy pp. 38 -- 
41. 

HARRIS, S., ‘The Communion Chants in 13th-Century Byzantine 
Musical MSS’, SEC, ed. M. Velimirovi¢ (London, 1971), pp. 51-67. 

—, The Communion Chant of the Thirteenth-Century Byzantine Asmatikon, 
in Music Archive Publications, ΑἹ, Amsterdam (1999). 

LEEB, Helmut, ‘Der Kommuniongesang’, Musik und Altar, 18 (1966), 
pp. 168 -- 172. 

LEVY, K., ‘The Byzantine Communion Cycle and its Slavic 
Counterpart’, Actes du XII congrés international des études byzantines, 
Ochride, 1961, II (Belgrade, 1964), pp. 571-574. 

MORAN, K. Neil, The Ordinary Chants of the Byzantine Mass: 
Investigations, vol. I, Hamburg (1975), pp. 170 -- 174. 

PATRINELIS, Christos, ‘Protopsaltae, Lampadarii and Domestikoi 
of the Great Church during the post-Byzantine Period (1453-1821)’, 
SEC III (1973), pp. 141-170. 

SCHATTAUER, Th., ‘The Koinonicon of the Byzantine Liturgy: An 
Historical Study’, OCP 49 (1983), pp. 91-129. 
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LTAOHL, To. Θ., Ἢ ovyxvon των τριών Πέτρων (δηλ. Μπερεκέτη, 
Πελοποννησίου και Βυζαντίου, Βυζαντινά 3 (1971), pp. 216 -- 251. 
STATHIS, Gr. Th., ‘I manoscritti 6 la tradizione musicale bizantino- 
sinaitica (Contributo alla storia di musica bizantina)’, Θεολογία MI” 
(1972), pp. 271-308. 

—, ‘I sistemi alfabetici di scrittura musicale per scrivere la musica 
bizantina nel periodo 1790-1850’, Κληρονομία 4 (1972), pp. 365-408. 

— Η εξήγηση τῆς παλαιάς βυζαντινής σημειογραφίας, IBM 2, 
Athens (1978). 

— ‘The “abridgements” of byzantine and _ postbyzantine 
compositions’, CIMAGL 44 (1983), pp. 16-38. 

—, Πέτρος Λαμπαδάριος o Πελοποννήσιος. Η ζωή kat to ἔργο 
tov (+1778), Λακωνικαί Σπουδαί 7 (1983), pp. 108 -- 125. 

- Ἢ εξήγηση της Ψαλτικής Τέχνης΄, Θεολογία, τόμ. NH’ (1987), 
τεύχος Β᾽, pp. 337-371. 

—, Ἤ σύντομη και agyn παράδοση της Βυζαντινής Ψαλτικής΄, 
Ανάτυπο από tov Τόμο Αξίες και Πολιτισμός -- Αφιέρωμα στον 
Καθηγητή Ευάγγελο Θεοδώρου, Athens (1991), pp. 385 -- 402. 

—, “Μπαλάσης ιερεύς και νομοφύλαξ (βημισὺυ LC αιώνος) ἡ ζωή καὶ 
to ἔργο tov’, Ανάτυπο ἀπο τον 290 τόμο Επίσημοι Λόγοι περιόδου 
απὸ 26.2.1986 ἔως 31.8.1988 (Πρυτανεία Mix. Π. Σταθοπούλου), 
Athens (1992), pp. 717 -- 747. 

- “Μανουήλ Χρυσάφης 0 λαμπαδάριος (μέσα 150v atwvos)’, εἰς’ 
Πρόγραμμα Μεγάρου Μουσικής Αθηνών -- Περίοδος 1994 -- 1995. 
Κύκλος Ελληνικής Μουσικής. Βυζαντινοί Μελουργοί. Μανουήλ 
Χρυσάφης ο λαμπαδάριος -- Iwavvnc Κλαδάς o λαμπαδάριος -- 
Ἰωάννης Κουκουζέλης ο βυζαντινός μαΐστωρ, Athens (1994), pp. 33 
- 43. 

—, Παναγιώτης Χρυσάφης ο νέος Kat Πρωτοψάλτης!, εἰς’ 
Πρόγραμμα Μεγάρου Μουσικής Αθηνών 1995 -- 1996. Κύκλος 
Ελληνικής Μουσικής. Μελουργοί tov tC αιώνα, Athens (1995), pp. 7 -- 
16. 

—, “Πέτρος Μπερεκέτης ο μελωδός΄, εις: Πρόγραμμα Meyapov 
Μουσικής Αθηνών 1995 -- 1996. Κύκλος Ελληνικής Μουσικής. 
Μελουργοί tov iC αιώνα, Athens (1995), pp. 17 .-- 21. 

—, “Μπαλάσης ιερεύς και νομοφύλαξ', etc: Πρόγραμμα Μεγάρου 
Μουσικής Αθηνών 1995 -- 1996. Κύκλος Ελληνικής Μουσικής. 
Μελουργοί tov ιζ αιώνα, Athens (1995), pp. 59 -- 61. 

—, Ἰάκωβος Πρωτοψάλτης ο Βυζάντιος ({1800)’, etc: Πρόγραμμα 
Μεγάρου Μουσικής Αθηνών 1996 -- 1997. Κύκλος Ελληνικής 
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31. 


32. 


33. 


34. 


35. 


36. 
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Μουσικής. Οἱ ἠχοι t’ovpavov. Αγιορείτες μελουργοί “παλαιοί 
τε και νέοι΄. Μελουργοί του 180v αιώνα. Πέτρος λαμπαδάριος o 
Πελοποννήσιος -- Ι|άκωβος Πρωτοψάλτης ο Βυζάντιος, Athens (1996), 
pp. 36-- 45. 

—, Ἰάκωβος Πρωτοψάλτης ο Βυζάντιος (1 23 Απριλίου 1800)’, 
Ανάτυπον εκ της Επιστημονικής Επετηρίδος της Θεολογικής Σχολής 
του Πανεπιστημίου Αθηνών, τόμος ΛΒ “Τιμητικόν αφιέρωμα εἰς 
Ευάγγελον Δ. Θεοδώρου“, Athens (1997), pp. 317 -- 334. 

- Τερμανός αρχιερύς Νέων Πατρών (β ήμισυ tC αιώνος) ἡ ζωή Kat 
to έργο tov’, Ανάτυπο απο τον 300 τόμο Επίσημοι Λόγοι περιόδου 
από 31.08.1988 ως 31.08.1991 (Πρυτανεία Mix. II. Σταθοπούλου), 
Athens (1998), pp. 391 -- 418. 

—, ‘TO ΣΙΝΑ KAI TA XINAITIKA MOYZIKA XEIPOPPA®A’, 
ΤΟΜΟΣ A’, TIPAKTIKA XYNEAPIOY TO ZINA AIA MELOY TON 
AIQNON, Athens (2002). 

—, “Παρθένιος ιερομόναχος Μετεωρίτης (δ΄ τέταρτο ιη΄ αιώνος)" ἡ 
ζωή και to égyo tou’, Ανάτυπο απο τον 320 τόμο Επίσημοι Λόγοι 
περιόδου από 01.09.1993 Ewe 31.08.1994, Athens (2003), pp. 119 -- 135. 
VELIMIROVIG, M,, Milos, Ἰωακείμ μοναχός tov Χαρσιανίτου 
Kat δομέστικος LeePiac’, Recueil des travaux de I’ institut d’ études 
byzantines, 8/II. Mélanges G. Ostrogorsky (Belgrade, 1964), pp. 451 -- 
459. 

—, ‘Byzantine composers in Ms. Athens 2406’, Essays presented to Egon 
Wellesz, Oxford (1966), pp. 7 — 18. 

—, ‘Two composers of Byzantine Music: John Vatatzes and John 
Laskaris’, Aspects of Medieval and Renaissance Music: A Birthday Offering 
to Gustave Reese, New York (1966), pp. 818 — 831. 


2.7. Psaltic Books 


Ταμείον Ανθολογίας, περιέχων άπασαν τὴν εκκλησιαστικήν 
ἐνιαύσιον ακολουθίαν εσπερινού, όρθρου, λειτουργίας, 
Μεγάλης Τεσαρακοστής καὶ τῆς λαμπροφόρου Αναστάσεως, 
μετάτινων καλλοφωνικών ειρμών εν τω τέλει, KAT εκλογήν των 
ἐμμελεστέρων και ευὐφραδεστέρων μουσικών μαθημάτων των 
ενδοξοτέρων διδασκάλων παλαιών τε και νέων, εξηγηθείσαν 
εις τῆν νέαν της μουσικής μέθοδον και μετά πάσης επιμελείας 
διορθωθείσαν ήδη ἐσχάτων παρά του εφευρετού της ρηθείσης 
μεθόδου διδασκάλου Χουρμουζίου Χαρτοφύλακος τῆς TOV 
Χριστού Μεγάλης Ἐκκλησίας, επιστασία δὲ του ἰδίου νυν πρώτον 
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εἐκδοθείσαν Etc τύπον, αναλώμασι του IoadK de Κάστρο, τόμος 
δεύτερος, ἐν Κωνσταντινουπόλει, εκ τῆς τυπογραφίας Κάστρου 
εις Γαλατάν, 1824. 

Ταμείον Ανθολογίας, περιέχων άπασαν τὴν εκκλησιαστικήν 
ἐνιαύσιον ακολουθίαν εσπερινού, όρθρου, λειτουργίας, 
Μεγάλης Τεσαρακοστής καὶ τῆς λαμπροφόρου Αναστάσεως, 
μετά τινων καλλοφωνικών ELQU@V εν τω τέλει, KAT’ ἐκλογήν 
των ἐμμελεστέρων και ευὐφραδεστέρων μουσικών μαθημάτων 
των ἐνδοξοτέρων διδασκάλων παλαιών τε και νέων, πλουτισθέν 
de μετά προσθήκης πολλών νέων μαθημάτων, μελισθέντων 
παρά του αιμνηστότ διδασκάλου Θεοδώρου IL. IT. Φωκαέως, 
νυν τέταρτον εκδίδεται διηρημένον εις τόμους τρείς, WV ο μὲν 
A εξεδόθη παρά του ιδίου, οἱ δὲ λοιποί, ἀποθανόντος εκείνου, 
παρά του γιού αυτού Κωνσταντίνου, εγκρίσει και άδεια της A. 
Παναγιότητος και της legac Συνόδου, αναλώμασι TOV ιδίου KAL 
των Φιλομούσων συνδρομητών, επιστασία δε του Κ. Ονουφρίου 
Ιωάννου Βυζαντίου, τόμος τρίτος, ἐν Κωνσταντινουπόλει, ek 
της τυπογραφίας Μωῦσή de Κάστρου εν Γαλατά, 1854. 
ΧΑΡΑΛΑΜΠΟΥΣ ΚΑΡΑΚΑΊΣΑΝΗ, ΒΥΖΑΝΤΙΝΗ ΠΟΤΑΜΗ͂ΪΣ, 
ΤΟΜΟΣ I’, AHANTA JIIETPOY ΤΟΥ MIIEPEKETOY, 
μετενεχθέντα εις τὴν Νέαν της Μουσικής Μέθοδον, παρά 
ΓΡΗΓΟΡΙΟΥ ΛΑΜΠΑΔΑΡΙΟΎ, νυν to πρώτον etc τύπον 
εκδιδόμενα υπό ΧΑΡΑΛΑΜΠΟΥ͂Σ ΣΤΑΜ. ΚΑΡΑΚΑΊΤΣΑΝΗ, 
ἐπιστασία TE και ἀναλώμασι Tov ἰδίου, ΜΕΡΟΣ Β΄, ΑΘΗΝΑΙ, 
1998. 
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OBSERVATIONS ON THE TECHNIQUE OF TRANSCRIPTION 
(EZEHTHLIZ) INTO THE NEW METHOD OF ANALYTICAL 
MUSIC NOTATION OF THE SUNDAY KOINONIKON OF 

THE 18TH CENTURY* 


1. INTRODUCTION 


The phenomenon of exegesis (ἐξήγησις) of Byzantine music and of 
transcribing the old musical settings into the New Method of analytical 
music notation since the beginning of the 19th century is one of the 
extremely disputed subjects amongst musicologists. A true ,apple 
of discord”, perhaps the practice of translating or interpreting the 
Byzantine music semiographic system is the best example to describe 
the totally irreducible mentality which has characterized and is still 
characterizing part of the researchers in the field with regards to this 
point.! 

The discussions started from the difficulties in understanding 
the stenographic and mnemo-technical features of this notation and 
from the fact that both the oral tradition and the written one accredit 
the idea that the motivic formulas (theseis) in the old Byzantine music 
notation were semiographic units that focused on the melos or the real, 
truthful melody. 

For more than five centuries, the practice of exegesis was inscribed in 
the Byzantine music codices through two terms: ἑρμηνεία (interpretation) 
or ἐξήγησις (exegesis) and ἀνάλησις (writing/analytic transcription). It 
is worth mentioning that while the two terms (ἑρμηνεία and ἐξήγησις) 


* Festschrift zu Gerda Wolframs 70. Geburtstag”. “Edition Praesens, Wien” 
(forthcoming 2011). 

1. See, especially, the famous comment of H. J. W. Tittyarp (,,The Stenographic 
Theory of Byzantine Music”, in: Laudate 2, 4 (1924), 216-225, and Laudate 
3, 9 (1925), 28-32; IpEM, ,The Stenographic Theory of Byzantine Music”, 
in: Byzantinische Zeitschrift 25 (1925), 333-338 to the book of K. Psacuos, 
Ἡ Παρασημαντικὴ τῆς Βυζαντινῆς Μουσικῆς, Athens (1917). See also H. J. W. 
TILLyARD, ,.he Modes in Byzantine Music”, in: Annual of the British School of 
Athens 22 (1916-1917 and 1917-1918), 147; IDEM, Handbook of the Middle Byzantine 
Notation, Monumenta Musicae Byzantiae, Subsidia 1. Copenhagen (1935), 
especially p. 15. An excellent book regarding the extremely complex problematic 
of Byzantine Music transcription is by Maria ALEXANDRU, ΕΞΗΓΗΣΕΙ͂Σ KAI 
METAIPA®EX ΤΗΣ BYZANTINHY ΜΟΥΣΙΚΗΣ. Σύντομη εισαγωγή στον 
προβληματισμό τους. University Studio Press, Thessaloniki (2010). See also 
A. Lineas, ,,Performance Practice and the Politics of Transcribing Byzantine 
Chant”, in: Le chant byzantin: état des recherches. Actes du colloque tenu du 12 au 15 
décembre 1996 a l’Abbaye de Royaumont, Acta Musicae Byzantinae 6 (2003), 56 — 76. 
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have the same meaning, the term ἀνάλησις refers especially to the 
analytical transcriptions of the old music repertoires into the New 
Method.* 


2. METHODOLOGY 


The Sunday koinonikon (Αἰνεῖτε tov Κύριον ἐκ τῶν οὐρανῶν, 
ἁλληλούϊα, Praise the Lord from the heavens, Psalm 148.1) is one of the 
most important classes of compositions of the papadic idiom (melos). It 
is also the creation mostly represented in the manuscript tradition at the 
level of this category of chants.° 


2. The terminology defining the last stage of the Byzantine music circulates 
with several denominations: New Method, New System, Method of the New System, 
New Way (of writing down the music), Analytical Method of Byzantine Music, 
Chrysantine Theory and Notation. For the Byzantine music notations before the 
Chrysantine Reform of 1814, the terminology is the following: Old Method, Old 
Way, Old System, Synoptic Manner of Writing of Byzantine Music, Old Method of 
the Synoptic (i.e. stenographic) Notation. See GR. TH. STATHES, ,,An Analysis 
of the Sticheron Tov ἥλιον κρύψαντα by Germanos bishop of New Patras [The 
Old “Synoptic” and the New “Analytical” Method of Byzantine Notation]”, in: 
Studies in Eastern Chant 4 (1979), 180. 

3. The liturgical -- musical problem of the koinonika (not only the Sunday one) 
during the Byzantine period was debated by H. LECLERQ, ,,Communion”, 
Dictionnaire d’archéologie chrétienne et de liturgie 3/II. Paris 1914, cols. 2427-2435; 
K. LEVY, ,.The Byzantine Communion Cycle and its Slavic Counterpart”, in: 
Actes du XII congrés international des études byzantines, Ochride (1961), col. 2, 
Belgrade (1964), 571 — 574; H. Bresticu-Ericxson, ,.he Communion Hymn 
of the Byzantine Liturgy of the Presanctified Gifts”, Studies in Eastern Chant 3 
(1973), 51-73; N. K. MORAN, The Ordinary Chants of the Byzantine Mass, vol. 
I (Investigations), Hamburger Beitrage zur Musikwissenschaft, Begriindet von 
Georg von Dadelsen, Herausgegeben von Constantin Floros, Band 12, Verlagt 
der Musikalienhandlung, Karl Dieter Wagner, Hamburg (1975), 170-174; D. E. 
CONOMOS, ,,Psalmody and Communion Cycle”, in: Saint Vladimir's Theological 
Quarterly, vol. 25 (1981), no. 1, 35-62 and no. 2, 95-123; IDEM, ,,Communion 
Chants in Magna Graecia and Byzantium”, Journal of the American Musicological 
Society 33 (1980), 241-263; IDEM, The Late Byzantine and Slavonic Communion Cycle: 
Liturgy and Music, Dumbarton Oaks Studies 21 (Washington, D.C., 1985); R. F. 
TAFT, 5. J., ,. Byzantine Communion Rites” I, in: Orientalia Christiana Periodica 
65 (1999), 307 — 345 and II, in: Orientalia Christiana Periodica 67 (2001), 275 — 352; 
TH. Scuatrauer, ,The Koinonicon of the Byzantine Liturgy: An Historical 
Study”, in: Orientalia Christiana Periodica 49 (1983), 91 — 129; 5. HARRIS, The 
Communion Chant of the Thirteenth-Century Byzantine Asmatikon, in: Music 
Archive Publications, ΑἹ, Amsterdam, 1999; R. TAFT, S.J., A History of the Liturgy 
of St. John Chrysostom, vol. 5, Rome (2000). CHR. TRoELSGARD, ,,Koinonikon”, in: 
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As it is well known, the construction system of the Byzantine 
melos and, implicitly, of the Sunday koinonikon, is one in which the 
basic unit is the thesis (the motivic formula) and the succession of theseis.* 
Thus, I chose to study the exegesis technique for the Sunday koinonikon 
in the 18th century on basis of the formulaic character of this music 
and its relation with the psalm text.° This analysis method is known as 
regressive collations (ἀναδρομικός παραλληλισμός), 1.6. starting from 
the received tradition and going back, step by step, until reaching the 
medieval sources.° 

The current study presents the conclusions regarding the 
translation (interpretation) technique in the “New Semiography” of 
the eleven most important formulas (theseis) existent in the Sunday 
koinonika during the 18th century, beginning with the 42 Sunday 
creations of Daniel Protopsaltes (8 koinonika), Petros Lampadarios 
Peloponnesios (26 koinonika) and Petros Byzantios (8 koinonika), in the 
,interpretations” offered by the ,,fathers” of the New Semiography in 
the beginning of the 19th century: Gregorios Protopsaltes (1778-1821) 
and Chourmouzios Chartophylax (1770-1840). 

The manuscripts and the imprinted editions also used for the 
study were the following: Gr. MS 955 (Παπαδικὴ νέα, τόμος Β΄, 18th c. 
[end] — 19th c. [beg.], ff. 971 -- 129r, Library of the Romanian Academy in 


The New Grove Dictionary of Music and Musicians, edited by Stanley Sadie, (72002), 
vol. 13, 744 -- 745. The musical analysis of the Sunday koinonikon during the 
Post-Byzantine period can be studied in: N. GHEORGHITA, ,lhe Kalophonic 
Idiom in the Second Half of the XVIIIth Century. The Koinonika Αἰνεῖτε tov 
Κύριον in the first authentic mode”, in: Acta Musicae Byzantinae 5 (2003), 45 -- 
50; IDEM, Chinonicul duminical in perioada post-bizantinad (1453-1821). Liturgicd si 
muzica, Bucharest (2009); IDEM, ,,The Structure of Sunday Koinonikon in the 
Post — Byzantine Era”, in: Tradition and Innovation in the Late and Post-byzantine 
Chant, Acta of the Congress Held at Hernen Castle, the Netherlands, in April 
2005 (ed. G. WoLFram). Leuven 2008, 331-355. 

4. The definition of the term thesis can be studied in Manuel Chrysaphes the 
Lampadarios: On the Theory of the Art of Chanting and on Certain Erroneous Views 
That Some Hold About it (Edited from Mount Athos, Iviron Monastery MS 1120 
[July, 1458]). Text, Translation and Commentary by D. E. CONOMOS, Corpus 
Scriptorum de Re Musica 2, Wien (1985), 41. 

5. For an in depth analysis, see GHEORGHITA, »lhe kalophonic Idiom...”; 
IDEM, Chinonicul duminical..., 127 — 229. For the 17th century, see IDEM, 
Chinonicul duminical..., 230 — 253. 

6. Psacuos, Ἡ παρασημαντική, p. 76; See also M. ALEXANDRU, ,The 
Palaeography of Byzantine Music: a brief introduction with some preliminary 
remarks on musical palimpsests”, in: El palimsesto grecolatino como fendmeno 
librario y textual (Ed. A. ESCOBAR), Zaragoza (2006), 116. 
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Bucharest); MS 735 (Ἀνθολογία ἐξηγήσεων, dated 1822, ff. 87r — 104v, 
EBE (MIIT) autograph Gregorios Protopsaltes?); MS 1289 (Av@oAoyia, 
ff. 31lr -- 351v, dated 1802, Monastery of Vatopedi — Mount Athos, 
autograph Mathaios Ephesios Vatopedinos); MS 1458 (Πανδέκτη, 
ff. 398r — 440v, 19th. c. [beg.], Monastery of Vatopedi — Mount Athos, 
autograph Apostolos Konstas Chios); Gr. MS 4920 (AvOoAoyia, New 
Notation, 19th. c. [first half], ff. 96r— 146v, National Library in Bucharest); 
Ταμεῖον Ἀνθολογίας (Constantinople, 1824), Ταμεῖον Ἀνθολογίας 
(Constantinople, 1854). 


3. ANALYSIS: 
3.1. CONCLUSIONS 1: 


The chapter Conclusions 1 presents the examples which have the value of 
anorm, i.e. of a rule. The standard formulas and not the exceptions were 
taken into account. 


FORMULA I: THESIS WITH KYLISMA 


The thesis including the great cheironomic sign of kylisma is one of 
the most representative formulas of the papadic melos during the 18th 
century. Its presence is exclusively related to the melos of the first 
part (Αἰνεῖτε tov Κύριον ἐκ τῶν οὐρανῶν), marking the final cadence 
segments of Αἰνεῖτε and the hemistiches (the first hemistich [Αἰνεῖτε 
tov Κύριον], the second hemistich [ἐκ τῶν ovpavav]). In this case, its 
musical profile acquires the characteristic features for each mode and the 
modal stage the cadence is building up. Most times, it functions on basis 
of the principle of pentachord transposition. 

In the non-cadence context, the thesis with kylisma loses its 
melismatic effect. It is worth mentioning that Mode IV Plagal and 
Mode III (which takes over the scale from the Mode IV Plagal), have 
the modulator inflection (a short transition) towards the second 
mode inserted organically. In both cases the chromatic intention 
aims at the fifth step of the mode, towards the final part of the 
hemistiches. 

From the typology of the thesis with kylisma, we only retain the cadence context: 
1. apostrophoi syndesmoi (or any other descendent diastematic 
sign, sometimes without/with diple, klasma) supported on 

bareia — oxeia — dyo-kentemata — gorgon — petaste — apostrophos 

— elaphron with apoderma (Table 1: Formula I -- 1); 

2. apostrophos (or ison) with klasma (or without it) supported on 
bareia — aporrhoé — petaste — apostrophos — ison (elaphron) with 
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apoderma (diple) (Table 1: Formula I — 2); 

3. apostrophos with klasma supported on bareia — apostrophos — 
petaste — apostrophos — ison with diple (or apoderma) (Table 1: 
Formula I -- 3); 

4. ison (apostrophos or another diastematic sign) with/without 
klasma (sometimes with antikenoma) supported on bareia 
— apostrophos — ison supported on petaste — apostrophos -- 
elaphron with apoderma (Table 1: Formula I — 4). 


In all the four situations mentioned above, the kylisma is positioned 
under the neumatic combination. 
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FORMULA II: THESIS WITH PARAKALESMA 


The Parakalesma appears exclusively in part I of the Sunday koinonikon 
(mainly in hemistich 1 [Αἰνεῖτε tov Kvpiov]) and only in the modes I, 
III, I plagal and IV plagal. In most of the situations we encounter it, the, 
formula is placed after a cadence of the following type:\~ == ἀπ 
sometimes in sequential construction, either at the beginning of the 
second hemistich, or at the beginning of tov Κύριον (Table 2: Formula II). 


FORMULA II 
THESIS CU PARAKALESMA 
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FORMULA ΠῚ: THESIS WITH PARAKLETIKE 


In the examined chants, the parakletike is inserted in different neumatic 
groupings, equally in papadic and in heirmologic melos (part three — 
kratema), that isin the three sections of the piece. Being present in the whole 
Byzantine modal system, this cheironomic sign determines a melody 
which varies depending on the step the cadence is performed on and on 
its importance in the mode hierarchy, but also on the movement (tempo) 
of each one of the chant parts (papadic or heirmologic). Eventually, the 
instances in which the parakletike is inserted are the following: 


1. 


In the combinations with the thesis consisting of apostrophos 
(supported or not on the mikri bareia), followed by oligon with 
diple, the parakletike forms the ample melodic construction that 
starts at the beginning of the koinonikon, a truly jubilatory 
structure very characteristic of the papadic idiom. In the corpus 
of the 42 koinonika the “opening” phrase is signalled in the 
modes II, ΠῚ and I plagal (Table 3: Formula III -- 1); 

a) In the ison combination (or any other intervallic sign) — the dyo- 
kentemata, supported on petaste — apostrophos, the parakletike is 
inserted under them and it is present in all the modes, except in 
barys. This neumatic grouping is used as a formula preceding 
the final cadences of Aiveite or of the hemistiches. Out of the 
multitude of examples exclusively belonging to part I, and 
which are presented in the translation to the New Semiography 
in a unique version, Mode IV Plagal proposes a sigle situation 
in which the formula is inserted with the same melos and at the 
beginning of the kratema (the second part) (Table 3: Formula III 
— 2a); 

b) The combination parakletike — oxeia with kentema and tromikon 
followed by two apostrophoi is inscribed in the pattern of the 
same formula prefacing the final cadence of the hemistiches 
(Table 3: Formula HI -- 2b); 

In the pelaston combination of two or three apostrophoi and the 
tromikon placed under the second apostrophos, the great afonos 
sign is positioned over the thesis. We can encounter the formula in 
all the eight modes, both in part II (kratema) -- where the section’s 
beginning is preferred, mainly in sequential successions, but also 
inside it or at its end — as well as in the other two parts. It worth 
mentioning that its melody varies depending on its belonging to 
the papadic or heirmologic movement (Table 3: Formula III — 3). 
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FORMULA IV: THESIS WITH EPEGERMA 


The formula is specific both to the text melody and to the kratema. The 
reduced number of instances where the epegerma is present as well as its 
equivocal translation to the New Method offered by the Three Teachers, 
do not allow us to formulate a definitive conclusion on the stenographic 
function of this thesis. Either the formula is inserted in the final cadence 
point of hemistich 2, or in part IL, its melos is still ample, despite the idiom 
differences.’ This is probably due to the conclusive intention given by 
the two haplai present under the oligon or due to the insertion of the 
thesis in the beginning of second part. When it is inserted in the kratema, 
the formula provides the beginning of the section; when it is together 
with the thesis of the lygisma, it can build up the whole second section. 

The Thesis with epegerma has the following neumatic profile: 
epegerma positioned under the thesis consisting of apostrophos (or 
any other diatematic sign) supported on bareia, with/without klasma, 
dyo-kentemata with/without gorgon, elaphron, homalon, oligon with 
apoderma (diple) (Table 4: Formula IV). 
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7. The few examples, in which the melodic line is obviously diminished, belong 
to the third mode (inside the kratema — third mode, Daniel Protopsaltes) and first 
mode (Daniel Protopsaltes). 
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FORMULA V 


The formula V belongs exclusively to section I* and is given in three 
combinations: 

1. oligon with/without klasma — aporrhoé supported on small 
bareia ([mikri bareia] written in red) — oligon — apostrophos with/ 
without apoderma (or diple). The thesis can be accompanied by 
heteron [parakalesma] written in red (Table 5: Formula V — 1); 

2. oligon (or any other diastematic sign) with kratema — aporrhoé — 
oligon (oxeia) — apostrophos with/without apoderma (or diple). 
The thesis can be accompanied by heteron [parakalesma] written 
in red (Table 5: Formula V — 2); 

3. the last combination is basically the ,formula 1” presented in 
sequential succession. In the New Notation, the thesis forms a 
melodic unit, independent from the principle model-sequence of 
the Old Notation, but in which we find elements that are common 
to both formulas (,,1” and ,,2”)(Table 5: Formula V -- 3). 


8. There is also one case in which the formula is inserted at the beginning of the 
kratema (Daniel Protopsaltes, Mode I Plagal). 
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FORMULA V (2) 
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FORMULA VI: 
THESIS WITH ARGOSYNTHETON/GORGOSYNTHETON 


The analysis of the Sunday koinonikon repertoire in the 18th century 
proves that the two formulas are exclusively part of the text melody. 
The most surprising conclusion is that, despite belonging to the papadic 
idiom and having all the arguments to develop ample melodic lines, the 
two formulas are totally ignored by the Three Teachers. 

The theseis in which the signs argosyntheton/gorgosyntheton are 
involved, are the following: 

1. oligon -- apostrophos — oligon — apostrophos with argosyntheton/ 
gorgosyntheton (Table 6: Formula VI). Exceptionally, this formula 
can also be encountered in sequential context, and its melody can 
be recognised in both semiographies; 

2. descendent fourth — oxeia with/without gorgon — elaphron with 
klasma — argosyntheton (Table 6: Formula VI). 





FORMULA VII: THESIS WITH XERON —- KLASMA 


All the examples in which xeron-klasma is involved belong to part I,? more 
precisely to the second segment of the first hemistich. Composers from 
Constantinople prefer to insert this melodic figure either accompanied by 
the direct complement ,,tov” and the first syllable from ,,Kupiov” (,,Kv”), or 
on the vowel ,,v”, which is marked at the end with the intercalated letter ,,v’’. 


9. We mention that the only example in which the xeron-klasma is inserted in 
the second part, too (kratema), is offered to us by Daniel Protopsaltes (barys). 
The sequential context, the idiom and probably the red colour the xeron-klasma 
is written in, determines the loss of the stenographic dimension of the neuma. 
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The thesis under which xeron-klasma is inserted is as follows: 
petaste with piasma — aporrhoé — oligon — apostrophos with tromikon — 
two consecutive apostrophoi, usually the last syndesmoi (or apostrophos 
with/without diple) (Table 7: Formula VI). 
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THESIS CU XIRON - KLASMA 
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FORMULA VIII 


As it is characteristic of sections I and III, this formula is the articulating 
element, connecting the great melodic figures of the Sunday koinonikon. 
Preceded by oxeia (oligon) with tromikon (strepton) with/without 
gorgon, this thesis is mostly followed by oxeia (oligon) with klasma 
supported on bareia — piasma — apostrophos. 
The formula can be found in all eight modes in the following 

typology that offers two possibilities: 

1. ison with klasma—apostrophos — heteron (Table 8: Formula VIII -- 1); 

2. ison with klasma — aporrhoé — heteron (Table 8: Formula VIII — 2). 
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FORMULA VIII 
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FORMULA IX: THESIS WITH PIASMA 


The cheironomic sign of the piasma is present in all eight modes according 
to the following typology: 
1. oligon (oxeia/ison or any other interval sign) with klasma — 

apostrophos — heteron [red] — piasma (Table 9: Formula IX -- 1); 

2. oligon (oxeia/ison or any other interval sign) with klasma — two 

apostrophoi — heteron [red] — piasma (Table 9: Formula IX — 2); 

3. apostrophos with klasma — apostrophos -- elaphron and piasma 

placed under the thesis (Table 9: Formula IX — 3). 

The first example precedes the cadence formula at the endings of 
the hemistiches; in combination with these, it builds up the most ample 
and complex melodic structure of the entire piece. 

The second formula appears in the non-cadence context and has 
the role of connecting the two structures, like a ,, ligament”. 

If the two theseis are especially characteristic of the text melody, 
the third formula is exclusively encountered in kratema, without 
stenographic value. 
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FORMULA X: THESIS WITH SYNAGMA 


The fundamental characteristic of this formula is the fact that it belongs 
to part I, and more rarely, to part III of the Sunday koinonikon. It can 
be found mainly in the middle of the piece, either as cadence thesis of 
hemistich 1 (see third mode), or as incipit of hemistich 2 (see Mode I 
Plagal), or inserted towards the end of hemistich 1 (modes II, IV, IV 
plagal). 

The thesis with synagma consists of oligon (or any other interval 
sign) — apostrophos with/without klasma — aporrhoé -- apostrophos — 
oligon with apoderma/diple and synagma placed under the mentioned 
neumatic combination. The instances encountered are presented in Table 
10: Formula X. 
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FORMULA XI: THESIS WITH PSEPHISTON — PARAKALESMA 


The last melodic figure studied in the Sunday koinonikon repertoire in 
the 18th century stays devoted to part I, being encountered only in modes 
III, I plagal, barys and IV plagal. The most important conclusion after 
studying the few examples in which psephiston — parakalesma is involved, 
especially in barys and IV plagal, shows that it is not a cheironomic sign 
which is determining in developing an ample melos, but — in our case 
— rather the cadence context. This last formula can be seen in Table 11: 
Formula XI. 
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3.2. CONCLUSIONS 2: 


Following the investigation of the construction mechanism of the Sunday 
koinonika repertoire in the 18th century, the conclusions regarding 
the constitutive elements of the monodic language are absolutely 
remarkable. The formula or the combination between the thesis and the 
cheironomic sign that dominates the thesis becomes the fundamental 
unit of constructing the Byzantine melos, and is able to concentrate 
whole phrases as well as to change the physiognomy depending on four 
parameters which are as follows: 


1. The step of the infraoctaviant (diphony, triphony, tetraphony, 
pentaphony) or octaviant mode structure: 

This instance proves that the thesis is free to move, in most cases, inside 
a tetrachord or pentachord of the octoechal system. The transposition 
of the melodic fragment or formula is made either through lex trochos 
or by what the Byzantine call μετάθεσις or mutation/modulation. This 
is the reason why certain theseis are common to more than one mode. 
Also some of these theseis are characteristic to certain modes and others 
to other modes. Some of them have cadence character (see for example 
thesis with kylisma), others are characteristic for beginnings (thesis with 
parakletike), whereas others have the function of a ligament. Nevertheless, 
all of them depend on the step the cadence is reached on and on its 
function in the modal hierarchy of that particular mode. The above 
statement is strengthened by the fact that each stage of the tetrachord 
structure can potentially be the finalis for one of the eight basic modes." 


2. Belonging to one of the three genera: diatonic, chromatic or 
enharmonic: 

This situation can be easily followed in the well-known cadence 
formula of kylisma, in which its melody is modified depending on the 
cheironomic sign in the diatonic or chromatic genre. The conclusions we 
get from the comparative study are also consolidated by the testimony 


10. Cur. of Mapytos, Oewpntixov Μέγα τῆς Μουσικῆς, Triest (1832), 8408: 
“Διότι, OL εἰρημένοι χαρακτῆρες, καὶ αἱ ὑποστάσεις, ὅταν ἀλλάζωσι τόνους, 
ἤλλαζον καὶ τὴν δύναμιν᾽ οἷον, τὸ Παρακάλεσμα ἄλλο μὲν μέλος ἔγραφεν 
ἐν τῷ τόνῳ τοῦ TA’ ἄλλο δὲ ἐν τῷ τόνῳ τοῦ βου᾽ καὶ τὰ λοιπά." For more 
examples, see K. PH1LoxEeNos, Λεξικὸν τῆς ἑλληνικῆς ἐκκλησιαστικῆς μουσικῆς 
Α-Μ, Constantinople (1868), p. 44; and 5. Karas, Ἡ Βυζαντινή Μουσική 
Σημειογραφία, Athens (1933). 
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of Chrysantos of Madytos: “Ὅταν τινὰς θέλῃ va καταλάβῃ τὰ μέλη, 
τὰ ὁποῖα, ἐγράφοντο διὰ τῶν εἰρημένων δεκαπέντε χαρακτήρων, καὶ 
διὰ τῶν κατηριθμημένων ὑποστάσεων, δύναται νὰ ἐπιτύχῃ τοῦτο διὰ 
τοῦ παραλληλισμοῦ. Ἐὰν φέρ’ εἰπεῖν θέλει νὰ γνωρίσῃ, ποῖον μέλος 
ἔγραφε τὸ Κρατημοὐπόῤῥοον, ἂς πάρῃ τὸ Κοινωνικὸν τοῦ Δανιὴλ, τὸ 
εἰς ἦχον πλάγιος τοῦ πρώτου, γεγραμμένον μὲ τὴν παλαιὰν μέθοδον, 
καὶ γεγραμμένον μὲ τὴν νέαν, καὶ διὰ τοῦ παραλληλισμοῦ εὐκόλως 
τὸ eveioker”.'! Even if his example refers to the cheironomic sign which is 
characteristic of the Old Sticherarion, the paradigm is extremely relevant 
for the understanding of the stenographic mechanism of the Byzantine 
music semiography: “Πάλιν ἐὰν θέλῃ va γνωρίσῃ, πῶς ἐγίνετο TO 
μέλος τοῦ Οὐρανίσματος διατονικῶς, ἂς ἴδῃ εἰς τὸ “Τὴν παγκόσμιον 
δόξαν’ tov Χρυσάφου τὰς λέξεις “πύλην', “οὐρανὸς, “Θεοῦ'’, πῶς εἶναι 
γεγραμμέναι κατ’ αὐτὸν, καὶ πῶς εἶναι καθ΄ ἡμᾶς. Χρωματικῶς δὲ, 
ἂς ἴδῃ εἰς τὸ “Παρῆλθεν ἡ σκιὰ’, τὴν λέξιν “ἔμεινας΄. Τὸ ἴδιον δύναται 
νὰ κάμῃ καὶ διὰ τὸ ψηφιστὸν παρακάλεσμα, καὶ διὰ ὅλα τὰ λοιπά." 


3. The idiom (or the melodic type -- γένος μελοποιΐας) in which the thesis 
appears: heirmologic, sticheraric or papadic: 

As can be noticed in our study, there are certain theseis for which the 
,interpretation” disappears when the formula is taken over from 
papadic to heirmologic repertory (e.g. the formula parakletike). As 
this phenomenon is constant, it indicates that each idiom has a set of 
characteristic formulas, which can be found only rarely in the other 
“melodic types”. This ,, vocabulary” can metamorphose not only from 
one melodic type to another (heirmologic — sticheraric — papadic), but 
also from a stylistic period to another, inside the same type (see the huge 
difference between ,,[he Old Sticherarion” and ,,/The New Sticherarion” 
[in the 18th century]). 


4. The colour of the cheironomic sign can be red or black: 

One of the most important composers and theorists at the beginning of 
the 19th century, Apostolos Konstas Chios, states in his famous treaty 
that the great cheironomic signs ,,rule” and dominate the interval signs.’ 


11. Mapytos, Θεωρητικὸν Μέγα, 8408. 

12. Mapytos, Θεωρητικὸν Μέγα, 8408. 

13. About this musician and his treaty see TH. ApostoLopouLos, Ὁ Ἀπόστολος 
Kwvotac ὁ Χίος καὶ ἡ Συμβολή tov στὴν Oewpia τῆς Μουσικῆς Téxvne. 
Μουσικολογική θεώρηση ἀπό ἔποψη ἱστορική, κωδικογραφική, μελοποιητοκή 
καὶ θεωρητική, Athens (2002). 


247 


Nicolae GHEORGHITA 


They influence if some theseis are simple or complex, longer or shorter 
from the melos point of view. Starting from the cheironomic sign of 
lygisma, Konstas Chios mentions that this sign has two interpretations: 
argon and gorgon/syntomon, depending on the colour red or black of the 
cheironomic sign.”* 

In the papadic repertoire, the disappearance of an aphonos sign 
is indissolubly related to the colour, the tempo (papadic or heirmologic) 
but also to the presence of the formula in the cadence points. 


14. MS 389 Docheiariou, dated 1807, f. 39v: “AUytopa ποὺ δουλεύονται μὲ 
δυό τρόπους, ἀργοῦ TE καί yoeyou”. See STATHES, Ἡ ἐξήγησις τῆς παλαιᾶς 
βυζαντινῆς σημειογραφίας, Ἵδρυμα Βυζαντινῆς Μουσικολογίας, Μελέται 2, 
Athens ([1998), p. 97. 
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Achim, V.: 79 

Adamis, M.: 203 

Adsuara, Clara: 175 

Agapios Paliermos: 13, 80, 88 

agir sema’i: 78 

Akolouthia: 191 

Akriveia: 157, 160 

Alecu Vacarescu: 66 

Alekos Balasidis: 64 

Alexander Constantine Mouroussi: 22 
Alexander Hypsilantis (Hypsélantes) 
(Alexandru Ipsilanti): 9, 45, 47, 49, 57, 70, 77 
Alexander Mavrocordato: 1 

Alexander Sophianos: 64 

Alexandra: 68 

Alexandrescu, Ozana: 4, 136, 142, 146, 148 
Alexandru Ioan Cuza: 9 

Alexandru, Maria: 164, 225, 227 

Alexandru, Tiberiu: 75, 79 

Alexandros Nicholas Soutzou: 49 

Alexianu, Alexandru: 80 

Alexios Petrino: 33 

Alleluia: 194, 196, 201, 203-11 

Alygizakis, Antonios (Ἀλυγιζάκης, Ἀντώνιος): 
103, 112, 164, 166 

ἀνάλησις: 226 

Anastasimatarion (Αναστασιματάριον! 
Αναστασιμάριον): 13, 16, 19, 27-8, 34, 36, 71, 
83-5, 91, 94-7, 103, 106-7, 111-13, 115, 119-28, 
132-3, 142, 169, 172, 177, 193, 211, 217-19 
Anastasios Rapsaniotés (Ἀναστάσιος 
Ραψανιώτης): 12, 80 

Andreas (Andricu) Byzantios Terzi-basha 
(basa): 29, 61 

Andrei Vizanti: 32-3, 81 

Adreias of Puiu: 59 

Andronaki Donici: 61 

Andronikos Paleologos II: 71 

Angeli (hoga): 78 

Angelopoulos, Lykourgos: 164 

Angheluta (Lautarul): 60 

Anonymous (treatise): 142, 156 

Anonymous (English writer): 71 

Anthology (Anthologion, AvOoAoyia): 13, 16, 18, 
20, 26, 72-3, 83-4, 88, 142, 169, 191-2, 194, 217-19, 223-4 
antikenoma: 229 

Antioh Cantemir: 9 

Anton Pann: 7, 18, 24, 27-8, 33, 56, 59, 62-3, 83-4, 92- 
7, 103, 111, 115, 121, 124-5, 128-9, 133, 150, 169-70 
Antonie Hieromonk: 138 

Antonios Dirmitzoglou: 11, 80 

Antonios Photeinos (Ἀντώνιος Pwrtetvds): 13, 
21, 24, 71, 81, 87, 110 

apechema: 145-6 

apoderma: 229, 234-5, 244 

aporrhoé: 228, 235, 239, 244 

Apostolos Konstas Chios: 187, 214-16, 228, 247-8 


apostrophos: 228-9, 232, 234-5, 238-9, 242, 244 
argosyntheton: 238 

Arkadios Batopedinos: 22, 89 

arkan: 51 

Arsenios Hieromonk (Monastery of Cozia): 6 
Arvanitis, loannis (Αρβανίτης, Ἰωάννης): 140, 164, 172 
Asmatikon: 191, 195, 221, 226 

Athanasie Oikonomos: 33 

Athanasios (Ecumenical Patriarch): 12 
Athanasios Christopoulos of Kastoria: 64 
Athanasios Photeinos (Ἀθανάσιος Φωτεινός / 
Δομέστικορ): 13, 15, 71, 83, 91-2, 106-9 
Athanasios (patriarch of Antioch): 10-11 
Athanasios (patriarch of Jerusalem, musician): 207 


B 

Balasios the Priest/Iereos (Μπαλάσιος Ἱερέας): 
115, 169, 205, 212-13, 222 

Barbu-Bucur, Sebastian: 8, 10, 135, 163, 165-6, 
167-70, 172, 177 

Barbu Lautarul: 60 

Bardili, Johann Wendel: 52, 76, 78 

bareia: 228-9, 232, 234-5, 239 

Baroffio, Giaccomo: 164 

Baumann, Max Peter: 74 

Banescu, N.: 79 

Barbucica of Tita Vacareski: 62 

Barcanesti (brothers): 62 

Beldiman, A.: 77 

Berindei, Dan: 74 

beste: 50, 65 

Bezviconi, Gh., C.: 73, 78 

Bianu, I: 82, 106 

birinci beste: 78 

boru/boruxeni: 46-8 

boygur: 46 

Βρανούσης, A.: 111 

Brailoiu, Constantin: 168 

Breazul, George: 76, 162 

Breslich-Erickson, H.: 201, 226 
brevity/shortness (σύντμηση): 202, 205, 213 
Bucescu, Florin: 163 

Buescu, Corneliu: 104 

Burada, T. Theodor: 8, 29, 61, 75-6, 81 
Buzera, Alexie: 150, 163, 168 


ς 

Calist Protopsaltés: 6 

Camariano — Cioran, Ariadna: 10, 78, 82, 112, 110 
Camariano, Nestor: 192, 220 
Campenhausen, L., P., B.-von: 79 
Cantacuzino, I., M.: 71 

Carali: 74 

Carol Popp de Szathmary: 59 

Cartojan, Nicolae: 79, 81, 111 

Catrina, Constantin: 163 

Candea, Virgil: 73 

chanende: 29, 61, 67, 78 

Charalambos the Lord Steward (clucer): 61 
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cherubic (hymn): 16, 83, 87, 193, 195, 208, 211 
Chesarie of Buzau (bishop): 83, 92, 104, 111 
Chesarie the Monk (Monastery of Cozia): 7 
chindie (ikindi): 45, 51 

Chircoiasiu, Romeo: 79 

Christmas, F., S.: 79 

Ciobanu, Gheorghe: 2, 5, 81, 163, 192 
Chiosea: 62 

Chourmouzios Chartophylax: 32, 150, 151, 169, 
192, 214-15, 227 

Chourmouzios the Priest: 12, 80 

chromatic: 154, 228, 246 

Chrysantine notation, see Notation (New) 
Chrysanthos of Madytos (Χρύσανθος ἐκ Ma- 
dvtov): 13, 150, 152, 181, 186, 187, 192, 246-7 
Chrysanthos Nottaras (patriarch of Jerusalem): 10 
Chrysaphes the Younger (Παναγιώτης 
Χρυσάφης ὁ νέος): 34, 139-40, 171-6, 205, 208 
ciaus: 51 

Conomos, Dimitri E.: 157, 164, 191, 195, 221, 226-7 
Constantin (the apprentice of Sarban 
Protopsaltes): 6 

Constantin Brancoveanu: 5, 6, 9, 11, 54 
Constantin Filipescu (Kwvotavtivoc 
Φιλιππέσιου): 83, 116, 119 

Constantin Obedeanul: 59, 80 

Constantin A. Rosetti: 66 

Constantine Mavrocordato: 76 

Constantinos Vardalachos: 10 

Corfus, I.: 76 

Cosma — Lazar, Octavian: 9, 73-6 

Cosma, Viorel: 73 

Costache Conachi: 56, 63, 66 

Costachi Oikonomos: 33 

Costachi Stigletti: 33 

Costaki Faka: 62 

Costaki Ghika: 60 

Craven, Lady Elisabeth: 52, 78 

Croix, De La: 76 

cang: 46 

ceng: 77 

cevgan: 46 

cdken: 46 


D 

da: 48 

D’Agostino, Marco: 164 

Dalaway, James: 51, 78 

Damianos Hieromonk Vatopedinos (Δαμιανός 
διδάσκαλος [Βατοπεδινός]): 12, 80 

Daniel Monachos: 213 

Daniel Protopsaltes: 192-4, 197-8, 210, 214-15, 
227, 234-5, 238 

davul: 46 

Demaras, C. Th: 82 

Demeny, Lidia: 4 

Demetrios Govdela the Philosopher: 64 
Demetrios Lotos: 218 

Demetrios Papadopoulos Chios: 217 


250 


Densusianu, O.: 66, 82 

Desliu: 62 

Diaconovici, C.: 109 

diastemata: 136 

diatonic: 154, 177, 246 

Didov, G., P.: 79 

Dilhayat Hanim (Dilhayat Kalfa): 79 
Dimcea Protopsaltés: 7 

Dimitrie Cantemir: 1, 8, 37, 47-8, 74, 76-8 
Dimitrie Suceveanu: 33 

Dimitrios Ioannou: 11, 80 

Dimitrios Lampadarios: 87 

Dimitrios Tamias: 137, 158, 160 

Dinicu Golescu: 54, 57, 79 

Dionysios (Metropolitan of Wallachia): 27 
Dionysios Photeinos Moraites (Dionisie Fotino 
[Διονύσιος Φωτεινός): 13, 27-8, 34, 49, 63, 71-2, 81, 83- 
5, 88, 91-7, 103-16, 118-29, 131-3, 169, 192-3, 210-11, 217 
diphony: 246 

diple: 228-9, 232, 234-5, 239, 244 

Djuvara, Neagu: 1, 37, 71-2, 76, 120 
Dobrica from Ploiesti: 59 

Doxastarion (Δοξαστάριον! 
Δοξαστικάριον): 12-13, 16, 17, 28, 83-4, 88, 94, 
116, 118-19, 127, 133, 215-16 

doxology: 16, 18, 83, 87, 94, 113 
Dragoumanaki: 61 

Dragan: 59 

Dragoi, Sabina: 71 

Dumitrache White-Eye (Ochi Albi): 59 
Dumitrake Plagino (Postelnik): 61 
Dumitrescu, H.: 74 

Dumitru Polizache: 27 

Dumitru Tara: 58 

Dutu, Alexandru: 78 

Δυοβουνιώτης, Κων. T.: 109 


E 

Ecaterina Caragea: 60 

elaphron: 228-9, 234, 238, 242 

Elie Photeinos ((HAtac Φωτεινός): 91-3, 103, 
105-9, 115, 210 

Emannuel Dekartos: 157-60 

embellishment (καλλωπισμός): 202-3, 205, 211-13 
Ene Lautarul: 58 

enharmonic: 154-5, 177-8, 246 

eothinon: 94-5, 119, 123, 142, 204 

epegerma: 234 

Erbiceanu, Constantin: 22, 110 

Erotapokrisis: 141-2, 148, 156-7, 160 

Eufrosini: 68 

Eugenios Papadopoulos ek Tryglias: 218 
Eustathios: 87 

Eustratiades, S.: 22, 89 

Euterpe: 63 

Εὐθύμιος Φωτεινός: 103 

Evgenios Hieromonk Peloponnesios (Εὐγένιος 
ἱερομόναχος Πελοποννήσιος): 12, 80 

Evliya Celebi: 41, 46, 73-4, 77 
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Evstatie Protopsaltis: 138 

exegesis (ἐξήγησις): 34, 95, 97, 140, 173, 175, 
177, 179-82, 184, 186, 192, 194, 197, 200, 202-3, 
205, 208-9, 213-16, 222-48 


F 

fasil: 77-8 

Feldman, Walter: 41, 74, 78-9 

Filimon, Nicolae: 8, 55, 79 

Filip Paleologul: 33 

Filothei the son of Aga Jipa (Filothei sin Agai 
Jipei): 5-7, 33-4, 176-7 

Firca, Gheorghe: 166 

Floros, Constantin: 201 


G 

Gabriel Hieromonk (Hieromonachos): 137, 154, 
157-8, 160, 181, 196 

Γαλικόν: 68 

Galinescu, Gavriil: 8 

Galland, Antoine: 73 

Gane, A.: 80 

Garfias, Robert: 77 

Gastoué, Amédée: 163 

Γεδεών, M., L: 12 

George Karatza (Caragea): 13, 80 
Georgescu, M.: 72 

Γεωργιάδης, Magia: 107 

Georgios Kritos: 215 

Georgios Paraskiadés Byzantios (Γεώργιος 
Παρασκευάδης Βυζάντιος): 24, 88 
Georgios Soutzou: 64-5 

Gerasimos of Cyprus (patriarch): 67 
Gerasimos Hieromonk: 12, 80 

Gerd, Frank: 106 

Germanos Neon Patron (Γερμανός Νέων 
Tlateav): 8, 11, 34, 80, 169, 178, 182, 192, 205-6, 
212, 226 

Gervasie Hieromonk: 8 

Gerzmanus, Eugenius (Gertsman, 
Evgenij): 12, 202, 217, 219 

Ghelasie Basarabeanul: 33-4, 170 
Gheorgachi: 72, 76 

Gheorghe Tiganu: 58 

Gheorghie Esopu: 33 

Gheorghita, Nicolae: 13, 15, 18, 22, 71-2, 81-2, 
85, 89, 126-7, 139, 209, 211, 227 

Ghica, I.: 80-2 

Giafer: 55, 62 

giambara: 51 

Giannopoulos, Emmanouil (Eup. 
Γιαννόπουλος): 11-13, 103, 110, 156, 160 
Giuleanu, Victor: 166 

Giurascu, C. Constantin: 1, 79 

Giurascu, C. Dinu: 1 

gorgon: 197-8, 200, 228, 234, 238-9, 248 
gorgosyntheton: 238 

Grajdian, Vasile: 9 

Greceanu, Radu (Logofat): 11 


Gregorios V (Ecumenical Patriarch/ 
Πατριάρχης Γρηγόριος τὸν BE’): 32, 70, 106 
Gregorios Bounes Alyates: 137, 139, 174 
Gregorios of Eirinoupolis (abbot): 67 
Gregorios Kostandas: 10 
Gregorios/Grigorios Lampadarios/ 
Protopsaltes (Byzantios, Γρηγόριος 
λαμπαδάριορ): 18, 21, 29, 32, 61, 67, 84, 88, 110, 
150, 152, 192, 194, 214-15, 218-19, 227-8 
Γρηγόριος Φωτεινὸς (μητροπολίτης 
Δέρκων): 106 

Gregorios/ Gregory Soutzou (II): 29, 61, 64 
Gregory I Ghika: 11, 49, 66, 73 

Gregory II Ghika: 29 

Grenville, H.: 71 

Grigore Alexandrescu: 63 

Grigore Avram: 29, 61 

Grigore Callimachi: 72 

Grigorie Baleanu: 27 

Grigorie Boatca Oikonomos: 33 


H 

Hamza Bey: 50 

Hannick, Christian: 148, 160, 164, 196 
haplai: 234 

Harmonia: 63, 72 

Harris, Simon: 201, 221, 226 

Hasdeu, B. P.: 5 

Hassan (aria): 66 

heirmologic: 196, 209, 232, 247-8 
Heirmologion (Ειρμολόγιον): 12, 13, 88, 214-18 
heirmos: 87 

heteron: 235, 239, 242 

Hitzel, F.: 71 

Hodos, N: 106 

homalon: 199, 234 

Heeg, Carsten: 163, 195-6 
Hurmuzaki, E.: 74 

Husul: 74 

Hyacinthus Critobulus: 2 


I 

Iakovos Protopsaltes ([ἄκωβος,) Γιακουμάκης 
Πρωτοψάλτηο): 15, 22, 67, 92-3, 104, 186, 222-3 
Iakovos Roizos Neroulos: 64 

Iancu of Ralita Muruzoaie: 62 

Iancu (Ianake/Ienachita) Vacarescu: 56, 60-1, 
63, 66, 82 

Tanku (Iancu) Malaxa: 28, 61 

Ibrahim: 74 

Idiomelar: 169 

Iftimi, S.: 74 

ikinci beste: 78 

Inalcic, H.: 74 

interpretation (ἑρμηνεία): 34, 148, 156-8, 160, 
192, 194, 197-8, 225, 227, 247-8 

intonation: 72, 88, 146, 181, 195-6 

Ioakeim Bizyes: 209 

Toan Cantacuzino: 66, 71 
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Ioan Duma Brasoveanu: 7 

Toan Moscu: 27 

Ioan Oikonomos: 33 

Ioan Popescu-Pasarea: 170 

Ioan Zmeu: 170 

Ioannes Chrysoverges: 212 

Ioannes Damaskenos/ Pseudo-Damaskinos: 
136-7, 141-2, 148, 156-7, 160, 169, 210 
Ioannes Glykys (Iwa&vvnc¢ Γλυκύς): 137, 142, 160 
Ioannes Goudelis (Ἰωάννης tov Γουδέλη): 139, 174 
Ioannés Kampazourna: 11-12, 80 

Ioannes Karatzea (loan Caragea): 27, 80 
TIoannes Koukouzeles: 137, 154, 158, 160, 169 
Ioannes Laskaris: 214, 223 

Ioannes Plousiadinos (Ἰωάννης ἱερέως 
Πλουσιαδηνός): 137, 148-9, 154, 203 
Ioannes (Protopsaltés) Trapezountios: 67, 210, 215 
Ioannes Tragoudistis: 137 

Ton Ghika: 52, 62, 66 

Ion Theodorache: 150 

Ionescu, Gheorghe C.:92 

Ionescu Gion, Gh. I: 7 

Tonescu, Marin: 163, 220 

Ionita Prale: 140, 173, 175, 177, 186 

Iordache Golescu: 54 

Iordache Roset Roznovanu: 60 

lordaki Draghici (the Vornic): 61 

lorga, Nicolae: 66, 74, 80, 82, 104, 109, 120 
losif (bishop of Arges): 27 

Iosif Naniescu: 18, 84, 96, 112, 124-5, 128 
Iosif Skimonachos: 170 

Iovagcu Vlachos (Ἰωβάσκος Γιωβάσκος 
BA&xos): 6, 11, 80 

irmilik: 51 

Ismail Dede Efendi: 67 

ison: 228-9, 232, 239, 242 

Itadkov: 68 


K 

kalophonia: 191 

kalophonic: 191-2, 194, 196-7, 200 
kanonarchis: 29, 61 

kanonion: 154, 157-8, 160 
karamanlidika: 64, 88 
Καραθεοδώρος, Στέφανος: 106 
Karas, Simonos: 246 
Karastoyanov, Bozhidar: 164 
Kaufman, Walter: 76 

kar: 78 

Katip Celebi: 46 

kekragarion: 142 

keman/ keman/keménce/xe μὰν: 16, 47, 49, 57,77, 
83-4, 93, 115 

kentema: 228, 232, 234 

kindia (dance): 51 

klasma: 228-9, 234-5, 238, 242, 244 
Knés, Boérje: 111 

kobsa (cobza): 51, 56-8 
Kogalniceanu, M.: 72, 76, 79 
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koinonikon/chinonic: 191, 194, 197, 201-16, 221, 
225-7, 231-2, 238-9, 244-6 

Konstantinos, Georgios: 172 

kopuz: 76 

Kotzbue, W.-de: 80 

kocekce: 77 

kos: 46 

kratema: 87, 158, 197-200, 204, 206, 208-12, 232, 
234-5, 242 

Kratematarion: 218 

Kreucheley, Ludwig: 74 

Kutuzov, Michael: 50 

kiivriik: 46 

kylisma: 197-8, 228-9, 246 

Kyrillos Marmarinos: 144, 146 

Κωστάκε (Kostake): 95, 124 


L 

Lagarde, Auguste de: 51, 78 
Lambros Photiades: 10 
Langeron, Alexandre de: 51, 78 
Lavrentios Hierodeacon: 141 
Laurentios Hieromonachos: 219 
lavta: 77 

Lawrence, P.: 76 

Ladikli Mehmed: 46 

lautar (aldutar): 56, 58-60 
Leclerq, H.: 201, 226 

Lege (Λέγε): 204-5, 207-8, 210 
Levy, Kenneth: 191, 195, 221, 226 
Lewis, B.: 71, 75 

Lingas, Alexander: 164, 225 
lygisma: 197-200, 234, 248 


M 

Macarie Hieromonk: 18, 27-8, 33, 84, 111, 133, 
150, 169-70 

Mahmud II (sultan): 45 

Makarios Hieropsaltes Golgothanos: 95-6 
Makris, Eustathios: 164 

Manase Eliade: 10 

manes: 50, 61, 63 

Manolachi Paleologul: 33 

Mantran, R.: 71 

Manuel (Lampadarios) Chrysaphes: 137, 142, 
157, 160, 204, 227 

Manuel of Galipoli: 64 

Moody, Ivan: 1 

Moran, Neil: 164, 201, 221, 226 
Mustafa III (sultan): 50 

Murad II (sultan): 46 

Murat IV Ghazi (sultan): 41 
Murgescu, B.: 71 

muskal: 47 

musama: 51 

miikiim: 47 

Myers, Gregory: 164 

Manuel Gazes: 203 

Manuel Gouta: 213 
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Manuil Byzantios: 67 

Marco, I.: 77 

Marinica: 59 

Markos Porphyropoulos: 10 

Martani, Sandra: 164 

martyria/uaptvpia: 128-30, 145, 175, 177 

Mathaios Ephesios Vatopedinos: 194, 228 

Mathaios Tzigalas (Ματθαίος TCtyaAac): 154, 

158, 160 

Mathematarion: 141, 169 

Mawman, J.: 73 

Maxim, M.: 76 

Marioara: 68 

mecmu ‘a: 66 

Mehmet II (sultan): 38 

mehter: 41, 45, 50-51, 74-5 

mehterhdane: 40-3, 45-7, 49-52, 55, 70, 73, 75-6 

mehter-basi: 41, 51 

Melchisedec (bishop): 12 

Melkisedek Hierodeacon Pantokratorinos: 142 

melos: 62-3, 139-40, 171, 174, 178, 181, 184, 191, 

205, 209, 225-8, 232, 234, 245-6, 248 

Metes, 5.: 75 

methodos/method: 136, 139-40, 171-7, 179-80 
(of Sticherarion): 139 

metrophonia:136 

Metz, Franz: 164 

Michael (singer): 61 

Michael Cantacuzenus: 11 

Μιχαὴλ Φωτεινός: 109 

Michael Iereos Chios: 214 

Michael Gregory Soutzo (Soutzou): 9, 29, 32, 50, 67 

Michail (musician): 153 

Mihalache Moldovlachos: 7, 33 

Mircea the Shepherd (Ciobanu): 58 

Miron: 41, 74 

Miron (patriarch): 167-8 

miskal: 77 

Moisescu, Titus: 146, 148, 163, 220 

Moisil, Costin: 5 

Moldoveanu, Corneliu: 167 

Moldoveanu, Ioan: 135 

Moldoveanu, Nicu: 94, 163, 166, 220 








N 
nagara: 48 

nai: 47 

naks: 78 

Naum Ramniceanu: 7, 76, 112 
naframa: 51 

Nasturel, S. Petre: 2 

Neagoe, C.: 73, 75-7 

nefir: 46 

Nektarios Vlachos: 169 

nenanismos: 136 

nenano/ vevava (μισώ): 21, 129, 131-2 
Neophitos Doukas:10 

Neophytus Kafsokalivites: 10 
Newcomb, Stanley: 75 











ney: 47, 61 

Nicholas Mavrocordato: 1, 9 
Nicholas Mavrogenés: 52, 67 
Nicolae Alexandrescu: 66 
Nicolae Filimon: 8, 55, 79 
Nicolae Iliescu: 66 

Nicolae Milescu: 91 
Nicholaos Dochiarites: 187 

Niculai Lautarul: 58 

Niculescu: 80 

Νικήφορος ἱερομόναχος tov Γλυκῆ: 12 
Niképhoros Kantouniarés (Νικηφόρος 
Kavtovvidens ἀρχιδιάκονος Ἀντιοχείας): 
21-2, 24, 64-5, 67-8, 81-2, 87-9, 218-19 
Nikeéphoros Marthales: 12 

Niképhoros Theotokis: 10 

Nikolaos Malaxas: 160 

Nikolaos Morouzés: 87 

Nitulescu, P.: 167 

Notation: 

New (Method, Semiography): 18, 24, 27-8, 84, 88, 
97, 192-4, 197, 199, 202, 225-6, 234 

Old (Method, [Musical] System,Semiography): 18, 
32, 84, 95, 136-7, 154, 178-9, 181, 203, 209, 215, 
225, 235 

Nouthesia (νουθεσία): 130-40, 171-6 

niibet: 50-1 








O 

Obedeanul, C., V.: 59, 80 

Ocneanu, Gabriela: 164 

Ocneanu, Traian: 164 

Odobescu, AL. I.: 81 

Oikonomidis, Démétrios B. (Δημήτριος B. 
Οἰκονομίδης): 85, 104-7, 109, 111, 119, 127 
oktoechos: 87 

Olanescu, C., D.: 80 

oligon: 232, 234-5, 238-9, 242, 244 
ouranisma: 179, 185 

oxeia: 228, 232, 235, 238-9, 242 


P 

Pachomios Hieromonk: 137, 160 

Paisy Velichkovsky (Paisie Velicikovski): 9 
Palin (Πάλιν): 204-5, 207-8, 210 

Panagiotaki: 68 

Panagiotis (Pangratie) Eggiurliu: 27, 81 
Panagiotides, Panagiotes Ch.: 164 
Παναγιώτης Χαλάτζογλου: 115 

Pana Breslea: 55, 62 

Pandora: 24, 63 

Pantiru, Grigore: 163 

Papacostea Danielopolu, Cornelia: 4, 127, 210 
Papacostea, Victor: 85, 91-4, 108, 115, 121, 127, 210-11 
papadic: 197, 226, 228, 232, 238, 247-8 
Papadike (Παπαδική): 139, 175, 191, 213-14 
Papadima, Ovidiu: 79, 82 

Papadopoulos, G. I.: 89 

Papazoglu, D.: 72, 74 
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parakalesma: 231, 235, 245 

parakletike: 232, 246-7 

parallage: 136, 145 

Paris, Nektarios T.: 164 

Pastis of Candia, F.: 71 

Πασχαλίτσα: 91, 107 

Patrinelis, Christos: 221 

Paul de Alep: 5, 7 

Paun, R.: 71 

pelaston: 232 

Peno, Vesna: 164 

pentachord: 178, 181, 184, 228, 246 
pentaphony: 246 

Pentékostarion: 16, 83-4 
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